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Abstract 
 
This thesis is about understanding the birth, development and maintenance of a 
subcultural alternative music scene located in the unique urban socio-historic milieu of the 
postcolonial developing country of Bangladesh. Locally dubbed the underground, this 
cultural phenomenon is a youth based male dominated, non-commercial and non-
professional music scene, based on international genres of metal as well as other foreign 
alternative music genres. This alternative music scene revolves around the activities of 
largely middle-class, part-time, male musicians who share particular economic, cultural and 
social resources that afford their participation in it. The main focus of this research is to 
understand these social, cultural and economic conditions of possibility of the scene that 
explain why it exists in its current form. 
Questions about the usefulness and limitations of theoretical frameworks based on 
alternative rock related youth cultures will be assessed by the empirical study of this local 
alternative music scene. These theoretical models, largely developed in Western 
Anglophone countries, explain distinctive configurations of symbolic, social and economic 
elements through which a particular scene is mobilized. Are these Western theoretical 
models enough to explain this local alternative music scene, or are local contextual factors 
of paramount importance? This is one of the notions that are explored in detail in this 
thesis.  In the locale of post-colonial Bangladesh, the actors involved express their 
sentiments towards local situations with the resources available to them through the 
motivations of ‘local factors’ which accentuate a rather unique discourse of an alternative 
music scene. Studies of appropriation, impact and function of metal genres in other Asian 
countries like China, Japan, Nepal, Indonesia, Malaysia and Singapore have been done 
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before, but never in Bangladesh, where there is an overall lacking of music related scholarly 
work in English.  
Based upon interviews with key figures of the scene, ethnographic observation and 
textual analysis, this research suggests that the urban youth’s frustration towards the poor 
situation of the country is channeled into desires to develop an alternative liberal space of 
artistic autonomy through the exploration of foreign music styles and the fantasy worlds of 
metal. While participants assert aesthetic distinction of their music from mainstream rock, 
one of the main findings shows that they are not concerned about ideas of selling out to the 
corporate music industry if they become popular without sacrificing aesthetic integrity. 
Emphasis is placed on translocal connections with other alternative music scenes elsewhere. 
The empirical findings from this thesis raises questions about the extent to which this local 
scene represents Western discourses of alternative rock and whether its transnationalism is 
properly explained through hybridization of international cultural forms.  
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Introduction: Musical Youth Cultures and the Alternative Music scene of 
Bangladesh 
A metal gig in Dhaka: A first-hand experience 
The year was 2012. It was a hot Friday afternoon in January, around 3PM in the 
Agargaon area of Dhaka City. I was on my way to the National Library Auditorium, to 
experience and observe an underground metal concert. I got to know about this show 
because I got invited on Facebook from a contact who is involved with this metal scene. The 
venue was hard to find because it looked very drab and uninteresting, squeezed between 
two bureaucratic looking buildings. The car park was quite empty, with small numbers of 
teenagers and twenty something guys hanging out, having a smoke, scattered all around. 
The majority of them were dressed in black, sporting T-shirts of Iron Maiden, Megadeth, 
Metallica, Slayer and Slipknot. Some of them had long hair, piercings and were wearing skull 
neck chains and rings. The parking lot quickly filled up as more similar looking kids entered 
the area and then started to form a line in front of the main entrance of the auditorium. The 
show was about to start. When I was entering the small auditorium through its main gate, I 
bought a ticket which was only Tk. 801. As I entered and took a seat, four rows back from 
the main stage, the first band started to perform with a cover of Metallica’s “Enter 
Sandman”.  
The excitement and energy was spread through the crowd instantaneously. Soon, no 
one was sitting in those rows of chairs. Most of the audience members rushed in front of 
the stage and started to head bang, jump around and shout out loud while interacting with 
the performers on stage. The intensity of the metal music experience was immense, 
because it was a very small venue with a capacity of approximately 200 people, and 
everyone was packed in front of the stage, and the rest was standing in the first few rows. 
                                                          
1
 This is equivalent to approximately 1.12AUD. 
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The sound system was of cheap quality but it was loud covering the small venue quite 
efficiently and that’s what seemed important.  As band after band took the stage, I lost track 
of time because the venue was dark with cheap lights and smoke coming from dry ice 
smoke machines, located around the stage. The intensity and excitement reached its peak 
about two hours later when the headlining band Mechanix took the stage.  
Mechanix started with cover performances of Slayer and Megadeth, as well as their 
own songs from their album Aporajewo, which when translated in English means 
“Undefeated”. Having bought a copy of this album recently, which was released by a local 
record label known as Dead Line Music (DLM), Aporajewo’s cover sleeve illustrates the flag 
of Bangladesh being engulfed by darkness from all sides. I also noticed that the lyrics of the 
songs from this album were linked with the visuals depicted on its cover sleeve. They 
performed the album’s title track Aporajewo, the lyrics of which talk about social injustice, 
enduring practices of social oppression, emphasising the difficult livelihood of Dhaka, which 
includes a tough economy, rampant crimes and subjugation by the corrupted Government. 
They also performed Potaka (Flag), which emphasizes on Bangladeshi Patriotism, the 
country’s Liberation War and the sufferings it entailed.2 Mechanix performed for about 40 
minutes, after which the show came to an end.  
I walked out to the now cooler atmosphere of Dhaka city. It was about 7PM in the 
evening, I was hungry, thirsty, and sweaty and my ears were ringing due to exposure to loud 
sounds in past few hours. The crowd pouring out seemed to be in a similar condition to 
myself, but they seemed happy and excited as they dispersed via carpooling, rickshaws, 
CNGs3  and buses, disappearing into the evening.  
                                                          
2
 These lyrical themes of injustice and oppression are echoed in Mechanix’s album cover visuals, signified by 
the image of the country is being submerged into darkness. 
3
 Which are three wheeler auto-rickshaws powered by natural gas, commonly seen in the streets.  
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The above paragraphs serve to portray a very brief description of a metal gig from 
the alternative music scene of Bangladesh. This thesis looks at this unique local urban youth 
culture that is the alternative music scene of Bangladesh, where the dominant music genres 
are heavy metal and hard rock. A  journalist for the local English-language daily newspaper, 
The Daily Star, calls this phenomenon an “outlet through which to channel the frenetic 
nervous energy of teenagers” (STS, 2010). He talks about an “emphasis on originality” 
allowing the “bands to shine in their preferred styles, without having to conform much to 
suit the 'mainstream’ (…)” and he continues “the underground scene is marked by great 
camaraderie” and exhibits “an openness and inclusiveness that is sadly lacking from many 
other spheres of life in this country” (STS, 2010). His romantic and sympathetic views 
towards this local underground4 somewhat captures the essence of this alternative music 
scene. I’m calling this unique music phenomenon of Bangladesh an alternative music scene 
and  ethnographic research shows that it has characteristics related with alternative music 
and music related youth cultures.      
Alternative Rock: Notion and Ethos 
The notion of Alternative music emerged in response to the co-option of rock music 
by the record industries in the United States (US) and United Kingdom (UK) in the late 1960s 
through to the 1970s (Shuker, 2005). Alternative music originally referred to musicians, 
promoters and record label owners who were unified in their beliefs regarding their music 
style and the independent Do-it-yourself (DIY) anti-mainstream and anti-commercialism 
ethos related with Punk, which was the platform in the 1970s, from which alternative music 
took off. Shuker (2005) defines Alternative music as: 
A broad label, and (arguably) a loose genre/style, which has been used since the late 
1960s for popular music seen as less commercial and mainstream, and more 
                                                          
4
 Often referred to as UG in short.  
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authentic and ‘uncompromising’. At the historical heart of alternative music was it 
rejection of the commercial music industry and the emphasis it placed on rock music 
as art or expression rather than as a product for sale for economic profit.  
(p. 6) 
 
By the mid-1980s, the term alternative music was being replaced by the term 
alternative rock (D. Thompson, 2000). The concept of alternative rock has multiple 
dimensions. These include the lo-fi performance logistics and indie (independent) recorded 
music distribution systems of alternative artists;  their anti-mainstream ethos expressed 
symbolically through their music, lyrics, visuals and fashion, while subsequently being part 
of the ongoing debates regarding being ‘authentic’ or ‘selling out’; and the genre of 
alternative or alternative rock, which is a marketing category that came into existence 
around the 1990s (Shuker, 2005). These dimensions are tied together when we take a closer 
look at how alternative artists historically went about their business.  
In the 1980s, Alternative bands in the US and UK usually performed in small clubs 
and specialized venues, recorded and distributed their music through local indie record 
labels, and their popularity would disperse through fanzines, local radio stations and word 
of mouth. In the UK, such artists were called ‘indie’ artists, while in the US, they were 
generally known as ‘underground’ or ‘alternative’ artists (Carew). Alternative rock scenes in 
the US and UK are associated with local scenes originating from either college / university 
towns or from larger cities (Shuker, 2005, p. 9). Around the 1980s, these scenes were made 
up of local youth, who actively participated in its development and maintenance, taking the 
role of musicians, promoters, Radio Jockeys (RJs), fanzine journalists, contributors, and 
distributors and indie record label owners and employees – attempting to be a self-
sufficient community of enthusiasts following the DIY philosophy. Examples of such 
alternative rock scenes encompassing numerous genres include the anarcho-punk scene in 
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the UK and US in the 1970s (Gosling, 2004), the Riot Grrrl scene in Olympia and Washington 
D.C. (Schilt, 2004) and the Grunge scene of Seattle in the US in the 1990s (Strong, 2011)5.   
Pertaining to music genres, alternative rock is associated with genres such as 
psychedelic rock, hard rock, punk, grunge, goth, heavy metal, industrial, jangle pop, 
pranksters, thrashcore, funk and roll and reggae amongst others (Shuker, 2005, pp. 7-9). 
Rather than being tied down by genres, musicians and music journalists over the past two 
decades agree that the ethos associated with alternative rock is of key importance (Taylor, 
2004; D. Thompson, 2000). This alternative ethos revolves around repudiation and 
confrontation of commercial music and mainstream styles, DIY philosophy, stylistic 
experimentation, localism and a certain defiant lifestyle or attitude (D. Thompson, 2000). 
Taylor (2004) reiterates some of these oppositional values when he formulates three main 
characteristics of the alternative ethos. According to him, these characteristics are: (a) 
Working it – which means that the artists will have based their career in a way of aesthetic 
autonomy, not allowing the record labels to take all their artistic decisions for them while 
avoiding self-conscious pretentious behavior; (b) It ‘factor’ – which means that the artists 
will have experimented with their music constantly challenging  genre and composition 
standards either by pursuing a specific aesthetic over a long period of time or on from an 
album to album basis; and finally (c)  Getting it across – which means that artists will have 
consistently sent a message through their music connecting with the alternative sensibility 
of their era, maintaining an authentic identity in the face commodification and influencing 
future styles or ways of doing things through their music and ethos (Taylor, 2004, pp. 4-5).  
Musicians, music scholars and journalists agree that some of the most (arguably) 
influential Western alternative music artists include: B-52s, Sonic Youth, Nirvana, The Sex 
                                                          
5
 All three of which are discussed further into the thesis.  
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Pistols, The Clash, Radiohead and REM (Shuker, 2005; Taylor, 2004). Michael Stipe of REM 
talks about the alternative ethos or lifestyle by stating that Alternative music was, like 
original rock n’ roll and punk, an oppositional attitude and approach in response to the 
hyper-commerciality of the mainstream music industry, which meant navigating “through 
those sharkey waters without being consumed by the business aspects of having a band, 
putting out records, having them distributed and being able to play to our fans” (Taylor, 
2004, p. ix). Stipe’s comment entails to the ever present debate in the discourses of 
alternative rock, between authenticity and selling out. Authentic alternative bands such as 
REM, The Sex Pistols and Nirvana6 are arguably known to have sold out, because they 
achieved tremendous commercial success after having come from modest underground or 
indie roots. The cooption of these bands into major record labels and their mainstream 
commercial success meant that around the 1990s, alternative rock itself became known as a 
genre in the dichotomy of popular music, before which it was mainly associated with 
rebellious anti-mainstream ethos.  
Research Aims 
The above mentioned ethos of alternative rock is a part of the larger Western 
Anglophone discourses of rock. This research is about understanding the birth, development 
and maintenance of the alternative music scene of Bangladesh, which is a youth-centric, 
predominately male, pro/am8 music scene based on international metal genres in the 
unique urban milieu of this postcolonial developing country.  
Pro/am stands for Professional Amateurs which refers to people in a number of 
diverse fields such as music, astronomy, media, arts and crafts amongst others, who are 
                                                          
6
 The latter two bands will be focused upon more closely in Chapter 3 of this thesis.  
8
 Professional/Amateur, referring to one of the characteristics of this music scene where the musicians are not 
full time professional musicians, that is, they don’t do music to earn money.   
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characterized by their creative pursuits of producing professional standard work while not 
working professionally in that field. A term which became increasingly popular in the 21st 
century, Professional Amateurs are known to have a full time career in a field different than 
their creative disposition of choice, although they may spend significant amounts of time on 
this recreation (Ivey & Tepper, 2006). According to Ivey and Tepper (2006), Pro/am 
musicians refers to musicians who have a separate full time career, but play music seriously 
in a band, ensemble or chamber groups. 
Metal is truly an international genre. Even though it developed in the US and UK 
around the 1970s (Gaines, 1991; Wallach, Berger, & Greene, 2011; Walser, 1993; Weinstein, 
1991, 2000), it dispersed throughout the world reaching numerous countries of Europe, 
Australia, Canada, Brazil, Argentina, Chile, Japan, China, Malaysia, Indonesia, Singapore, 
Nepal, Saudia Arabia, Israel, Egypt, South Africa, Namibia, Tanzania, Zimbabwe and 
Madagascar (Kahn-Harris, 2002, 2007; Liew & Chan, 2013; Liew & Fu, 2006; Wallach, 2011; 
Weinstein, 2011). Metal has been appropriated in several foreign languages9 and various 
foreign metal bands write songs in English. Weinstein (2011) argues that metal is 
transcultural, that is, it is not tied to a particular culture or geographical space. Rather, it 
forms ‘imagined communities’ of like-minded people who share their love of metal music 
and its associated fantasy worlds, and transcend traditional cultural and national boundaries 
(Weinstein, 2011, p. 46), making it an international genre of music.   
Metal, like other of international genres of music, came through to Bangladesh via a 
number of different channels. Bangladesh being a post-colonial country means that even 
though its people’s native mother language is Bengali, they had the language ability to 
understand and enjoy foreign music in English, specifically due to English-medium schools, 
                                                          
9
 Discussed in detail further into the thesis. 
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which were originally established during the colonial period of the British Empire. The 
Bengali middle classes10 in the 1960s and 1970s have always been well educated and well 
informed about world events (Hamid, 2010; S. I. Khan, Islam, & Haque, 2008; Wahid, 2006) 
and they had access to foreign music in English through their travels, and through a small 
distribution of LPs, pirated cassettes and CDs in local stores. The metal genre of music has 
also been recognized as a global cultural form associated with rebellion (Wallach et al., 
2011) and as I will more fully explain, rebellion or resistance against oppression through 
cultural productions such as songs, poetry, art and films,  is engrained in the heritage of the 
nation of Bangladesh. Metal was introduced and subsequently adopted by the like-minded 
middle and upper class youth of Bangladesh in the 1990s who went to English-medium 
schools. Their access to metal included friends bringing in cassettes from abroad, handful of 
local record stores, cable TV channels and eventually, the internet. Pertaining to this unique 
socio-historic milieu of urban Bangladesh, it should also be mentioned that since its 
independence, this country has experienced regular political unrest due to frequent changes 
of Government (Rashiduzzaman, 1997), widespread corruption in multiple bureaucratic 
levels, social injustice, poor safety and security conditions, crippling inflation, lack of 
infrastructural development (Barta & Al-Mahmood, 2013; Smartraveller.gov.au, 2013),  as 
well as large-scale flooding and occasional cyclones (M. F. Karim & Mimura, 2008; M. S. A. 
Khan, 2008; Mallick et al., 2005). So in this locale, the actors involved express their 
sentiments towards local situations with the resources available to them.  
Taking this local context of Bangladesh into consideration, my research aims in this 
thesis are:  
                                                          
10
 Term ‘Bengali’ used instead of ‘Bangladeshi’ because the timeline that is being referred to is prior to the 
liberation war of Bangladesh in 1971.  
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(a) Theorizing the alternative music scene of Bangladesh and its origins in this post-
colonial country - Raising questions like, what is alternative to the youth of 
Bangladesh? How and why did they choose metal? What is the nature of this scene? 
What is the alternative ethos in this local alternative music scene? Are the Western 
notions of alternative ethos relevant here? How, why and when did this scene form? 
What local factors continue to influence the dynamics of this scene? 
(b) Analysing the mobilization of this urban scene where economic, cultural and social 
resources are involved – trying to understand what types of resources or capital 
were present which made possible the existence of this scene, and how these forms 
of capital exist and interact for the continued existence of this local scene. To be 
more specific, post-colonial English medium schools, the Bangladeshi middle and 
upper class youth and their finances and the local music industry, media and venues 
have an important role to play in this discourse.  
(c) Looking at the translocal connections analysing how the members of this scene 
transcend its geographical boundaries and tie in with other similar scenes around the 
globe – raising questions like, is the metal music of Bangladesh a case of cultural 
hybridization creating an indigenous form of metal? Or is it more a form of imitation 
of international music genres where translocalism that is, connecting with peers 
from similar alternative music scenes is more important?  
The Bangladeshi alternative music scene is distinguished from the mainstream music 
scene via symbolic expressions of resistance but it is also a product of global cultural flows 
and lacks clearly defined boundaries in terms of ethos, genre and style. Even though 
concepts of stylistic experimentation and aesthetic autonomy in this alternative music scene 
resembles some of the characteristics of the already mentioned Western alternative rock 
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ethos, a closer examination of the Western models of music related youth cultures, 
subcultures and scenes are required. This is to comprehend whether these theoretical 
frameworks satisfactorily explain this Bangladeshi cultural phenomenon, or are local 
contextual factors equally important.   
Theoretical Frameworks: Subcultures, Scenes and Neo-Tribes 
Subculture is one of the most prominent concepts used to theorise alternative youth 
music cultures. It holds a prestigious position and is a pivotal concept in the history of 
cultural studies. Study of working class youth rebellion through musical style in the US and 
UK in the early to mid-twentieth century displayed the connections between cultural form 
and social grouping (Willis, 1978). This type of homology between like-minded youth groups 
with similar status, ethnic background, residence, religion, or other factors that functionally 
unify the group, along with their philosophies of popular resistance against mainstream 
society expressed via stylistic innovations including music, fashion and consumer goods, 
which has its roots in their socio-historical origins, serves as the main basis for this 
discourse. Even after almost a century, the definition of the concept of subculture is still not 
in consensus. Studies on subcultures originated from two distinct traditions: The Chicago 
School of Sociology (1918-1955), and the Center for Contemporary Cultural Studies (CCCS) 
(1964-2001) at the University of Birmingham (also known as the “Birmingham School”).  
The Chicago School and the Study of (Deviant) Subcultures (1918-1955):  
 The Sociology Department of the University of Chicago, a.k.a the Chicago School, is 
known for having started and developed a naturalistic style to study social life in its most 
real environment and their study of subcultures developed along with the ethnographic 
field methods. Sociologists from the Chicago School were interested in understanding first-
hand the extraordinary urban expansion that the city had experienced between 1860 and 
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1910 (Williams, 2011:18), focusing on life on the margins, that is, deviant subcultures which 
initially, largely meant subcultures involved (or assumed to be involved) in criminal 
behavior. The researchers of the Chicago School were not only motivated to find out what 
was really going on in these new enclaves but they were interested in gathering knowledge 
which would help the betterment of the city as a whole. As Lindner (1996) states, Chicago at 
that time was a natural social laboratory for the study of ethnic relations, crime and social 
problems (p. 41). Most importantly, the sociologists working in this tradition were 
interested in developing theories through the use of empirical data rather than second-hand 
accounts or armchair theorizing. Two main concepts were developed in this tradition 
regarding subcultures, namely the ecological model and the strain theory.  
Park (1925) was responsible for the ecological model which argued that the city of 
Chicago should be considered as a network of relationships among the citizens like a 
biological organism, adopting a functionalist view regarding subcultures which came into 
being because of urbanization (Williams, 2007, p. 573). Merton (1938) initially proposed the 
strain theory, arguing that disadvantaged individuals did not have the means to achieve 
mainstream goals which is responsible for them experiencing psychological tension and 
strain. As a consequence of this strain, they would either reject mainstream society’s goals 
or seek alternative means to achieve these goals, turning to crime and deviant behavior and 
giving rise to alternative subcultures as a result (Williams, 2007, p. 574). Based on Merton’s 
(1938) work Cohen (1955) took the argument further by adopting a more sociological 
perspective and tried to figure out how and why did the youth get involved in deviant and 
gang like behavior. From this same school of thought, Cloward and Ohlin (1960) also initially 
emphasized disjunctures between mainstream cultural goals and the marginalized 
opportunities of working class youth. In Cloward and Ohlin’s (1960) theory however, the 
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failure to achieve success by these marginalized youth was not viewed as their fault but 
instead the fault of the system, causing them to lose faith in the credibility of the 
mainstream social order. According to Williams (2007), when like-minded disenfranchised 
individuals in a particular geographical location got in contact with each other, new values 
and norms would be made by inverting mainstream cultural values, emphasizing social 
fragmentation in modern urban areas (Cohen, 1955) and feelings of well-being and 
belonging within the group and gang like territorial tendencies would emerge, originating 
from these youth group’s ability to create new alternative frames of reference (Cloward & 
Ohlin, 1960). 
The Birmingham School (1964-2001):  
After the Second World War, a very different approach to the study of subcultures 
came up in England. As Muggleton (2000) states, it is worth mentioning that the 
Birmingham School approach has had a much larger impact than the Chicago school one 
how subcultures have been studied over the past two decades (p. 4). The Centre for 
Contemporary Cultural Studies (CCCS) at the University of Birmingham was established in 
1964 as the first research center to address a new interdisciplinary area that its founder, 
Richard Hoggart, named Cultural Studies. Researchers within this tradition emphasized 
analyzing the interconnection between culture and politics and were initially concerned 
with British working class youth subcultures that had cropped up after World War II, 
partially as a result of the economic expansion in Britain at that time. Like the Chicago 
School, the CCCS, in its first stages, analyzed white lower class males excluding other classes, 
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women (McRobbie & Garber, 1993), and other ethnic groups (Nayak, 2003; Skelton & 
Valentine, 1998).11  
While the Chicago School mainly focused on immigrant youth who were understood 
as having been forced into subcultures of deviant behavior, Williams (2011) mentions that 
the CCCS theorized subcultures as a choice expressed through style (p. 6). The scholars of 
the Birmingham school interpreted subcultures as a result of larger structural dynamics and 
these dynamics included the emergence of consumer culture due the newly found 
disposable income of the working class youth, the restructuring of urban landscape, and the 
advancement of media technologies (Williams, 2011, p. 28). In the own words of the 
scholars of Birmingham school:  
The various youth sub-cultures have been identified by their possessions and 
objects. (…) Yet, despite their visibility, things simply appropriated and worn (or 
listened to) do not make a style. What makes a style is the activity of stylization 
– the active organization of objects with activities and outlooks, which produce 
an organized group-identity in the form and shape of a coherent and distinctive 
way of ‘being-in-the-world’. (J. Clarke, Hall, Jefferson, & Roberts, 1976, p. 54) 
Examples of style-based subcultural groups or gangs identified by the CCCS, include 
the Mods, who kept short hair styles along with their cheap suits in respectable colors and 
handmade shoes (Hebdige, 1979, p. 52); the Skinheads, with their short hair or shaven 
heads, sporting army boots, straight-leg jeans, button-down shirts and suspenders along 
with tattoos and piercings (Williams, 2007, p. 580); and the Teddy Boys sporting Edwardian 
style drape jackets, narrow trousers, bootlace ties, brothel creeper shoes and quaffed 
hairstyles (Cross, 1998, p. 269) – all of whom portrayed gang like tendencies regarding their 
group identity or territory.    
                                                          
11 However, these critiques refer to the early work of this Center published in the 1970s, mostly in S. Hall and 
Jefferson (1993) Resistance through Rituals working papers, and not to later work within the Centre that 
corrected those preliminary deficiencies. For example, McRobbie (2000, 2004) addressed gender issues, and 
both Gilroy (1991) and Stuart Hall (1996) emphasized on race.  
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These issues of style, however, were not key ‘explanatory’ variables but a corollary 
frame from within which to analyze the main focus of the CCCS research, which was 
intentional symbolic resistance. The Birmingham scholars were the first to theorize 
subcultural resistance, identifying British working class youth’s variety of collective group 
activities on street corners, dance halls, open road and holiday spots as resistant, rebellious 
or deviant where subcultural groups like mods, skinheads and teddy boys created social 
spaces and stylistic practices that symbolized resistance to dominant mainstream culture at 
the symbolic level (J. Clarke et al., 1976). The unique style of Mods represented their 
ideological contradictions of desiring a middle class lifestyle while representing their 
commitment to working class backgrounds (Williams, 2007, p. 580). According to J. Clarke 
(1976), the Skinheads’ style was seen as a wish to return to the deteriorating traditional 
working class community, while the style of the Teddy Boys signified imbalance between 
their disposable income and cultural backgrounds (Williams, 2007, p. 580). Therefore, the 
CCCS conceptualized the stylistic choices of British working-class subculture members as a 
form of symbolic resistance to the oppression by the dominant classes, interpreting the 
formation of subcultures and subcultural participation in the frame of class struggle.   
Johnston and Snow (1998) suggest five elements that make up a conceptualization of 
what is meant by subculture:  
First, rather than being autonomous from the larger culture, subcultures include 
some of its values and behavioral norms. Second, this overlap notwithstanding, 
subcultures are distinguished from the larger culture by a fairly distinctive mélange 
of behaviors—such as style, demeanor, and argot—that function as its material, 
artifactual, and behavioral markers. Third, subcultures are also distinguished by a set 
of beliefs, interests, attributions, and values that are variously shared and elaborated 
in subcultural interaction. Fourth, subcultures are characterized by a common fate or 
dilemma derived from their position in the larger social structure. And fifth, 
subcultures are characterized by patterned interactions and relationships within the 
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subculture and between the subculture and larger social structure. (Johnston & 
Snow, 1998, p. 474) 
While Johnston and Snow (1998) explain subcultures by the collective and distinctive 
values, philosophies, behavioral norms and symbolic expressions by its members and their 
social relations within them, another distinct effort at conceptualizing subcultures has been 
made by Hodkinson (2002) comparatively recently, who identifies four elements of 
“(Sub)Cultural Substance: consistent distinctiveness, identity, commitment, and autonomy” 
(pp.30-31).  After his extensive studies on Goth subculture in Britain during the mid-1990s, 
Hodkinson (2002) argues that one of the first characteristic elements of a subculture are the 
subcultural group’s consistently distinctive styles and values as the members of these 
groups share reasonably consistent tastes and values12, which are distinctive from 
mainstream society or other groups. He emphasizes the importance of like-mindedness and 
the collective group identity of a subcultural group, where its members can identify shared 
ethos and identity from other geographically removed similar groups (Hodkinson, 2002, pp. 
30-31; 2003, 2005, 2007; Hodkinson & Deicke, 2007; Hodkinson & Lincoln, 2008). The third 
element identified by him, is the concentration and continuity of involvement with the 
group’s activities and the level of commitment practiced by its members, where he argues 
that high levels of commitment and involvement of the members of a subcultural group 
distinguishes subcultures from temporary partial forms of affiliation (Hodkinson, 2002, p. 
31). He identifies the final element as the fact that high levels of autonomy should be 
retained by a subculture even while it is inevitably connected to the socio-economic system 
of which it is a part of. He argues that majority of the subculture related production and 
                                                          
12
 Hodkinson (2002) acknowledges that while there may be some internal diversity in these shared tastes and 
values between one member to another, one place to another and from one year to another between Goth 
groups, these distinctive shared Goth ethos is generally consistent and recognizable across Goths around the 
world (p. 30).  
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organizational activities should be undertaken by and for the group’s members (Hodkinson, 
2002, p. 32).  
Subculture, however, was removed from its pedestal of being the significant 
organizing principle of research into the music-related youth cultures, in the 1990s (Bennett, 
2011; Hesmondhalgh, 2005). As a general model for youth cultures, this framework seemed 
to be “too broad, too biased or simply out of date” (Williams, 2011, p. 3). Youth cultural 
fields have been observed to involve ongoing reconfiguration of many different symbolic 
and material resources like the style and culture of teddy boys, mods, skinheads and punks 
(Clark, 2003; J. Clarke et al., 1976; Colegrave & Sullivan, 2001; S. Hall & Jefferson, 1993; 
Hebdige, 1979; Hodkinson & Deicke, 2007; Simonelli, 2002; Williams, 2007), and when 
issues like stylistic clarity, unity of purpose, and relatively stable meanings in working-class 
lifestyles are focused upon, the subculture model’s explanatory power can be justifiably 
viewed with some skepticism. Bennett (2011, p. 493)  discusses the “post-subcultural turn” 
when he states how:  
(…) a general postulation held that youth identities—and indeed social identities per 
se—had become more reflexive, fluid and fragmented due to an increasing flow of 
cultural commodities, images and texts through which more individualized identity 
projects and notions of self could be fashioned. 
In other words, it no longer seemed valid for scholars working in this disposition, to think of 
certain specific youth cultures as phenomenon clearly distinct from each other, or existing in 
opposition with a supposedly mainstream culture. Arguments have been made for the 
maintenance (Hodkinson, 2004) or revision (Thornton, 1995) of subculture models. For 
instance, Hodkinson suggests that the notion of abstract connections of identity and tastes 
of the members of a geographically dispersed subculture, interpreted into concrete 
translocal connections via travel, commerce and media (Hodkinson, 2004, pp. 132-146) – is 
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something that should be incorporated into the study of youth cultures. Thornton, with her 
extensive empirical work on club cultures and raves in Britain and US in the 1980s and 
1990s, brings forward a number of short comings of the works of CCCS, one of them being, 
pointing out that issues of media representation of subcultures were not considered by 
renowned scholars from this tradition, and that media, more often than not, create 
‘authentic’ subcultures (Thornton, 1995, p. 117). 
Maffelosi’s (1996) concept of the ‘neo-tribe’ was one alternative concept used to 
describe the affiliations of young people moving loosely in-between and identifying with a 
range of cultural styles available to them (Bennett, 1999). The concept of neo-tribes portray 
the ever changing nature of collective associations between individuals, in an increasingly 
consumer oriented society (Maffesoli, 1996, pp. 97-98). Neo-tribes emphasized elective 
participation and the instability of personal identity, whereas Straw (1991), in an attempt to 
flesh out another alternative notion, revisited the idea that musical cultures are linked to 
place by theorizing the term “musical scene”, which he defined as “cultural space in which a 
range of musical practices coexist, interacting with each other within a variety of processes 
of differentiation, and according to widely varying trajectories of change and cross-
fertilization” (p. 371).  
According to Bennett and Peterson (2004), the concept of scene has increasingly 
been used in academic research since the 1990s, to analyze the production, performance 
and reception of popular music (p. 3). They state that the scenes perspective focuses on 
contexts where musicians, fans, promoters, gig organizers, indie record labels, fanzine and 
website contributors all come together to create music for their own enjoyment. Music 
scenes are known to be more fluid as opposed to the more rigid participatory standards and 
boundary issues of subcultures, where scene members may regularly put on or take off the 
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scene identity while traversing through multiple scenes (Bennett & Peterson, 2004, p. 3) and 
where the coherence and homogeneity of their ethos and activities are not readily assumed 
(Kahn-Harris, 2000, p. 14). Kahn-Harris (2000), while studying the career trajectory of the 
Brazilian metal band Sepultura and their impact on the global Extreme Metal scene, states 
that a music scene is a flexible and loose kind of space where music is produced, and term 
generally refers to local, face-to-face contexts of music-making and consumption (p. 14). 
Even though music scenes generally refer to local scenes, they may transcend geographical 
boundaries and connect with similar scenes around the world, creating translocal scenes13. 
For example, the Goth scenes scattered around the different parts of UK, who connect with 
each other by travelling to Goth gigs and festivals outside their locality, by visiting 
specialized Goth shops for fashion and music and by subscribing to Goth-based fanzines and 
websites (Hodkinson, 2004).  
For sure then, multiple questions remain about the appropriateness of such 
apparently rival approaches to the study of music-related youth cultures. Whether they are 
in opposition to each other, and to what extent each may be warranted or disconfirmed by 
actually existing forms of cultural practice, are questions of constant debate for those 
interested in this strand of cultural studies. Gelder (2005) points out something thought 
provoking, when he states that there is an ongoing “rhetoric of newness” (p. 1) in the field, 
where a great deal of theoretical work is focused on the shortcomings of previous 
approaches and the exploration of new terminology. However, prominent theorists have 
also proposed that subcultural and post-subcultural approaches are both necessary 
(Bennett, 2011), or are inherently limited (Hesmondhalgh, 2005) in explaining the 
sociocultural significance of musical collectivities. Bennett (2011) explains that the impact of 
                                                          
13
 Translocal scenes are discussed in Detail in Chapter 3 of this thesis. 
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post-subcultural theory on youth studies – to the understanding of the cultural dynamics 
related with the youth’s “everyday appropriation of music, style and associated objects, 
images and texts” (p. 494) – has been significant. However, criticism of this newer 
disposition, that it is theoretically weak to offer a “cohesive set of alternative, analytical and 
empirical concepts for the study of youth culture”(Bennett, 2011, p. 494); gives too much 
credit to the cultural industries in molding the youth’s identity and lifestyle; depoliticizes 
youth cultures by the tendency to ignore structural class-based inequalities; and that the 
apparent fluidity of the youth’s stylistic affiliations is often exaggerated when confronted 
with empirical data, reveals that established subcultural theories on the study of youth 
should not be completely discounted (Bennett, 2011). Hesmondhalgh (2005)explains that 
youth is too privileged in the studies of relationships between society and popular music, 
because these notions are based on theorizations of the 1960s and 1970s when popular 
music was “tied commercially and discursively to youth” (p. 22). However, he argues that it 
is this prestigious position of the youth in this tradition that hinders fully developed 
understandings of society and popular music (Hesmondhalgh, 2005).     
Theoretical debates come out from these frameworks where aesthetic distinctions 
being made between different cultural styles and the mobilization of participants around 
them are related to contextual factors, and are not simply arbitrary. Subcultural musical 
scenes are about the relationships between aesthetic styles and members who produce and 
consume them, taking into account both personal choice and social, economic and cultural 
resources available to them in a specific socio-historical milieu. Any particular combination 
of these elements is most likely to be distinctive and in some cases, unique.  
Different theoretical perspectives, however, raise possibilities for empirical inquiry 
by investigating certain repeated relationships that may carry across from context to 
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context, and the theoretical notions to explain them. For example, the neo-tribes approach 
brings forward the possibility that music-related cultures are associated with broader 
developments in consumer culture and late modernity, which arguably have led to the 
reduced influence of neo-Marxian structural and traditional factors such as class and 
ethnicity over cultural practice. The scenes perspective, on the other hand, is mainly one of 
cultural geography, which brings forward understandings of localized musical forms to 
questions about the nature of place in the world. Doreen Massey describes the social space 
in which youth cultures flourish as a  “product of relations and interconnections from the 
very local to intercontinental” (Massey, 1998, p. 125). 
Significance of this Research 
 My goal in doing this research is not to prove the superiority of any one theoretical 
framework over another. Rather, it is to investigate some of the themes reflected in the 
above mentioned theoretical literature, through an empirical study of the alternative music 
culture of Bangladesh which appears to resemble characteristics of both subcultures and 
scenes. The main focus of this research is to understand the social, cultural and economic 
conditions of possibility of this alternative music related cultural phenomenon that explain 
its existence in its contemporary form. In order to do that, both the usefulness and 
limitations of theoretical models largely developed in Western Anglophone countries in 
explaining the distinctive configurations of symbolic, social and economic elements through 
which a particular scene is mobilized, will be assessed by the empirical study of this 
alternative music scene. Questions are raised regarding whether these Western theoretical 
models can satisfactorily explain this unique cultural phenomenon or are local contextual 
factors important in its theorization and analysis.   
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Based on research and theories of the West, some studies have been done in music 
related youth cultures of Asian countries. For example, E. C. Thompson (2002) discusses the 
influence of US imported music in the 1990s rock and metal scene of Malaysia, focusing on 
Ella, the queen of rock in Malaysia (p. 60). Ella’s album Ella USA became Malaysia’s top 
selling album of all time from a solo female artist (E. C. Thompson, 2002, p. 58) in a country 
where availability of American metal and rock music was not lacking. He argues that Ella 
became popular because she successfully appropriated a foreign genre into the local 
context, by using local lyrical themes that the Malaysian youth could relate to. Baulch 
performed extensive studies on the punk (2002) and metal (2003) scenes of Indonesia, 
stressing on the political and aesthetic motivations driving these youth cultures and the 
necessary resources for their mobilization. Wallach (2002, 2003; 2005b, 2011; 2013; 2012), 
after more than a decade of studies on metal scenes in Malaysia, Singapore and Indonesia, 
discusses the alternative ethos, politics of language, cultural identity, gender and 
appropriation of a foreign music genre and style. Wong (2011), after conducting research on 
the 1990s Chinese metal band Tang Dynasty, explains how they incorporate ancient Chinese 
values, through their lyrics, stage acts and music compositions. Kawano and Hosokawa 
(2011), who performed extensive research on the Japanese metal scenes of the 1990s based 
on the genre discourses of fans, journalists and music industry figures, explain how the local 
metal artists appropriate Japanese aesthetics and traditional Japanese notions of stylistic 
purity into this genre to broaden its generic limits and create their own distinctive form of 
metal. Greene (2011) describes the metal scene in Nepal from 1999 to 2003, and explains 
that the themes here focused on symbolic rebellion against domination of everyday by 
religion and tradition and focused more on social dimensions of modernity rather than 
economic struggles because here the metal scene was created by youth from the middle 
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classes rather than the working classes. Interesting themes that emerge from these studies 
include appropriation of metal into a number of different languages and cultures, global 
cultural flows via different context specific channels, and local alternative ethos and 
symbolic expressions of social rebellion shaped by the local socio-historic milieu. Questions 
arise whether these themes are relevant or not to the Bangladeshi alternative music scene 
and these themes will help to analyze the findings of this research.  
There is an overall lack of noteworthy academic work in English about Bangladeshi 
music. Henderson (2013) states that he finds nothing under Bangladesh in the New Grove 
Dictionary of Music and Musicians but finds a category labeled Bengali music, whereas in 
the Continuum Encyclopedia of Popular Music, there is a section titled Bangladesh and West 
Bengal (India).  Music has a rich tradition in Bangladesh, encompassing Bengali folk, 
Rabindra Sangeet, Nazrul geeti, Bengali modern, pop and rock songs (Henderson, 2013; 
Shehabuddin, 2001). The Ethnomusicological literature in English is more often concerned 
with Bengali folk music more generally than with Bangladeshi music, like in the Cambridge 
Encyclopedia of music. Shehabuddin (2001, p. 42) and Khaleque (2001, p. 45) both mention 
that Folk music is the most popular form of music in Bangladesh and more in demand than 
modern or any other form of local music. Discussing this form of music, Shehabuddin (2001) 
states:  
Folk music, nurtured through the ages by village bards, is the most popular form of 
music in Bangladesh. Rich in devotional mysticism and lovelores, folk music exudes 
an authentic flavour and the charm of the soil. Some of the greatest exponents of 
the country's mystic and devotional songs were Lalan Fakir, Hasan Raja and 
Abbasuddin Ahmed. 
There is a small number of literature about music practices among the diasporic 
Bangladeshi communities in Britain (Huq, 2006; Quader, 2009), but these papers emphasize 
on how Bangladeshi elements form part of hybrid genres such as Bhangra created by local 
   28 
 
youth of South Asian origin. There are also some area studies focusing on the culture of 
Bangladesh, take for example The Bangladesh Reader: History, Culture, Politics by 
Guhathakurta and van Schendel (2013). With serious lack of academic literature about 
contemporary Bangladeshi music, the alternative and mainstream music scenes are mainly 
depicted through the ethnographic fieldwork findings of this research. 
Research Approach  
For this research, a total number of 14 participants involved with this alternative 
music scene in varying levels, were chosen. The strategy of inquiry involved in-depth face to 
face interviews (Fontana & Frey, 1991, 2005) with semi-structured (Denscombe, 2003, p. 
167) open ended questions. Other approaches such as a survey of the audience’s views 
about this scene could have also supplemented this research. However, given its time and 
scope, a qualitative study involving the participants from this scene was deemed 
appropriate. These participants include musicians, promoters and record label owners. 
Since I was involved with this alternative music related cultural phenomenon in the early 
2000s, I initially got in touch with some of my old contacts in the scene, and then following 
the non-probability sampling method outlined by Denscombe (2003), I utilized "purposive" 
(p. 15) and "snowball" (p. 16) sampling methods to nominate the rest of the potential 
participants. In between December 2012 and January 2013, I interviewed these participants, 
amongst whom 13 were male and 1 female, with their ages being in the range from early 
20s to late 30s. Even though the United Nations define youth as age ranging between 15 to 
24 (UNESCO, 2013), Bennett (2007) explains that youth in youth culture studies may signify 
a much broader age spectrum in the context of contemporary society, due to the fact that 
there is a wide-range of traits associated with contemporary youth, for example the multi-
generational followings of rock, punk and dance music (pp. 23-24). Grossberg (1992) states 
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that youth, in this context of music related youth cultures, can be more appropriately 
labeled as a cultural rather than a biological category, which is based on cultural, economic 
and geographical mobility (pp. 176-177).   
During the interviews, I asked the participants some questions regarding their 
definition and the general nature of the alternative music scene of Bangladesh; their role in 
this scene; how, why and for how long have they been involved with this scene; about the 
relationship between the local mainstream and the alternative music scene; about the birth 
and existence of this alternative music scene; regarding the preferred genre, language of 
performance, system of promotion and distribution, lyrics, fashion codes, album art and 
stage acts serve to express any implicit or explicit messages?; about the necessary social, 
economic and cultural resources necessary for the mobilization of this scene; and regarding 
the challenges of being involved with and the scene and its future.  
The social class of the families of the participants of this research has been assumed 
with educated guesses, because no concrete evidence was investigated of their household 
income. However, taking into account their father’s profession, area of residence and their 
profession outside the scene, which are variables similar to Bourdieu’s ground breaking 
study of the French society in the 1960s (Bourdieu, 1984, p. 18), it has been found that the 
participants of this research came from middle class and upper middle class backgrounds. 
All the participants were based in Dhaka, the capital city of Bangladesh. Their identities have 
been kept anonymous in this thesis, using pseudo names. A summary of descriptions of 
these 14 participants are given below. 
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Table 1: Summary of details of the Participants 
 
I performed participation observation at a total of 5 alternative and 5 mainstream 
scene gigs in this capital city of Bangladesh. I also took into account the "public documents" 
(Creswell, 2009, 180), that is, texts such as the lyrics, music, album sleeves of the bands 
from this scene and their corresponding posters, flyers, newspaper and magazine articles. I 
Pseudonym Age Sex Occupation 
outside scene 
Occupation in scene Class of 
Family 
Years 
in 
scene 
1. Tariff  28 M Marketing 
strategist at music 
company 
Front man of Popular Underground 
Metal band 
Middle  9 
2. Ridwan  
 
36 M Business Drummer; Owner of a mid-level 
Record Label and Sound System 
Company 
Upper  25 
3. Zakaria  
 
20 M Student Guitarist of a new Underground Metal 
band 
Middle  3 
4. Mahbub 
 
28 M Musician, head of 
PR at music 
company 
Front man of Popular Underground 
band 
Middle  8 
5. Ismail 
 
28 M Creative 
professional 
Guitarist of mid-level underground 
rock band 
Middle  10 
6. Ranjib 
 
29 M Graphics designer Owner of indie record label and 
manager of online promotions for 
bands 
Middle  5 
7. Alisha   
 
25 F Freelance music 
journalist 
Freelance Drummer; Gig organizer Middle  7 
8. Nuruddin  38 M Producer, TV 
channel 
Organizer of mixed albums Middle  13 
9. Hasib 
 
31 M Business Drummer of disbanded veteran 
underground metal band 
Upper 
middle  
16 
10. Adil 
 
34 M Senior creative 
director 
Front man of Popular Underground 
Metal band 
Upper 
middle  
20 
11. Kamran  
 
17 M Student Guitarist of new Underground Metal 
band 
Middle  9 
12. Amer 
 
21 M Student Drummer of mid-level Underground 
Rock band; Producer in scene;  Gig 
organizer. 
Middle  10 
13. Mostafiz 
 
26 M Musician, bank 
Officer 
Drummer of mid-level underground 
Rock band; Gig organizer  
Middle  6 
14. Jahangir 
 
25 M Music promoter Owner of underground gig organizing 
company 
Middle  15 
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collected majority of the alternative album CDs that came out from 2003 till 2012. I also 
collected all the posters and flyers of the established alternative concert organizing 
company LiveSquare, from 2011 till 2012. I focused on the weekly youth supplement called 
the Rising Stars, which is associated with the most subscribed Daily English newspaper in 
Bangladesh, the Daily Star, and the recently launched Bangladeshi music magazine Sonic. 
The earliest Rising Stars issue that I could collect was from January 2002, and a few random 
issues after that. I failed to collect the issues of this time systematically since the 
supplement’s online versions were archived from 2003, and I had to collect these early 
issues through personal connections. I went through all the issues of Rising Stars from 2003 
till 2012. Sonic music magazine was launched from November 2011, and since then, it has 
released five issues, all which I collected. I chose these two publications because these two 
youth oriented magazines cover the alternative music scene of Bangladesh quite heavily.  
 This thesis is divided into the three following chapters. Chapter 1 sets the premise of 
this research, giving a brief account of the socio-political and cultural history of Bangladesh. 
The influences of foreign cultures and international music is noticeable since the birth of this 
country, and based on this we look at the origins of the alternative music scene of 
Bangladesh. The focus then shifts to the Bangladeshi alternative music ethos, taking into 
account the local contextual factors of this specific urban locale and including textual 
analyses of the symbolic expressions of social and aesthetic rebellion produced via the 
cultural productions, that is, preferred genres and languages of performance, lyrics, album 
art, fashion codes and stage performances, associated with of this alternative music scene. 
Chapter 2 starts with a closer look at the nature of the scene, emphasizing on the pro/am 
motivations and gender roles of its associated members. This chapter mainly focuses on the 
mobilization of this scene, analyzing the necessary economic, cultural and social resources 
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for participation, framing them in Bourdieu’s forms of capital (Bourdieu, 2002). This includes 
looking at the history of the middle class of Bangladesh, history of local English medium 
schools, financial means and social networks of the members including influential cultural 
intermediaries of this scene and related issues of dominant masculinity. Finally, Chapter 3 
looks at the most unique finding of this research, where the ideas of selling out and crossing 
over to the mainstream scene is acceptable, and have been known to happen in this 
alternative music scene, as long as aesthetic integrity of the artists’ music remains 
uncompromised. The Western concept of ‘selling out’ is not applicable to this music scene 
due to a number of local factors which are discussed more fully in this chapter. The 
members of this scene are more concerned about connecting with translocal scenes around 
the globe, playing similar styles of music. The focus of this chapter is on the ways these 
music scenes around the world connect via the internet, looking at the history of internet in 
Bangladesh, and then analyzing some music videos from this alternative music scene and 
identifying its international influences and translocal sensibilities. Finally, this Chapter 
explains that while ethnographic research suggests that creating indigenous forms of music 
by appropriating foreign genres is a characteristic of mainstream Bangladeshi rock, the local 
alternative music scene emphasizes translocalism rather than cultural hybridization.  
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Chapter 1: The Ethos of the Alternative Music Scene of Bangladesh 
  
What it means to be alternative varies from place to place. Scholarly contributions 
about Western alternative music ethos serve as framework for this research, but situating it 
in this dichotomy is challenging. This is because there are a number of local contextual 
aspects that have to be taken into account when attempting to comprehend and theorize 
the unique ethos of the Bangladeshi alternative music scene. To do that, it is necessary to 
explore this concept in terms of the urban youth of Bangladesh, and what alternative music 
means in their context. This notion of the unique local ethos of the alternative music scene 
of Bangladesh is the main focus of this chapter. The investigation starts by looking at the 
socio-political history of the country itself, which includes looking at its colonial past and the 
number of foreign regimes that ruled over this region, all of which had a role to play to 
shape Bangladesh’s distinctive socio-cultural practices and heritage. International influences 
in affecting the culture of Bangladesh is nothing new and goes back hundreds of years. After 
looking at the socio-political history of this post-colonial national, the focus will shift to the 
instillation of foreign music to this country and the birth of its alternative music scene. The 
discussion will then lead to explaining the alternative ethos of this local music scene, 
reflected via numerous forms of oppositional (to the mainstream music scene) symbolic 
expressions and related cultural productions. To be more precise, the preferred genre, 
language, lyrics, album art, fashion codes and stage performances of this scene are 
analyzed. 
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Socio-political history of Bangladesh 
 Bangladesh is a post-colonial country located in the eastern territory of the region 
formerly known as Bengal. The political transitions over multiple eras meant that this region 
was influenced by numerous local and foreign rulers, which in turn, helped to enrich its 
cultural heritage into a synthesis of indigenous and foreign practices. Monarchy was the 
earliest form of government in Bengal, which Greek and Latin writers referred to as a 
powerful military nation forming an integral part of the Mauryan Empire during 321-184 BC. 
The Mauryan dynasty disintegrated in the early 2nd century BC, and was followed by the 
administration of Hindu rulers known as the Gupta period (40-550 AD) and then by the 
Buddhist rulers known as the Pala period (750-1174 AD) (Hamid, 2010, pp. 2-3). A Turkish 
military General named Ikhtiyaruddin Muhammad Bakhthiyar Khaji, under of Sultan Qutb-
ud-din Aybak invaded the North-Western part of Bengal and ushered in the first Muslim rule 
in this area (Hamid, 2010, p. 4). Then came the Mughal conquest of Bengal in 1576, when 
this region became a part of the vast Mughal Empire (Hamid, 2010). The semi-independent 
Nawabi rule was established after the death of the Mughal Emperor Aurangzeb in 1707, 
when the Mughal Empire was crumbling and that is around when the British navigated to 
this region (Hamid, 2010, p. 7). The British came to here in the 17th century through the East 
India Company which was sent to break the Dutch monopoly over the lucrative spice trade. 
 In 1765, the East India Company acquired administrative control over the regions of 
Bengal, Bihar and Orissa which laid the foundations for the British colonial rule in Bengal. 
The 1784 Pitt’s India Act stated that Bengal was a British dominion and that the East India 
Company was its administrator (Hamid, 2010, p. 7). The British Parliament appointed Lord 
Cornwallis as Governor General-in-council, and gave him almost absolute power to reform 
the permanent settlement and the legal system according to the British Empire’s desires. 
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The British rule over their colony of Bengal prospered well till the mid-19th and early 20th 
century, when a combination of multiple factors including the Sepoy revolt (1857), the first 
world war (1914-1918), growth of nationalism in India – resulted in a series of constitutional 
reforms which all culminated over the last 50 years of the British rule, leading to the India 
Independence Act in 1947 (Hamid, 2010, p. 9). These reforms materialized as protests, both 
violent like the Hindu-Muslim riots, and non-violent like Gandhi’s non-cooperation 
movement. Non-violent protests were also expressed through literature, music and art. Kazi 
Nazrul Islam (1899-1976) was a Bengali Poet, Musician and Philosopher, nicknamed Bidrohi 
Kobi (which means Rebel Poet) because of his revolutionary themed poems and songs and 
his nationalist activism. His writings were about rebellion against the British colonial rule 
and oppression (Hamid, 2010, p. 9).  
During these times, Bengal was partitioned twice. The first partition came into effect 
in 1905, which created two new provinces called East Bengal and West Bengal. East Bengal 
had a population of over 80 million, where the majority was Muslims, whereas West Bengal 
had a population of 54 million, of which the majority was Hindus. This partition created a 
political crisis. The Muslims in East Bengal thought that a separate region would give them 
better opportunities for education and employment but in reality, that wasn’t the case 
(Hamid, 2010, p. 11).  West Bengal however, strongly opposed the partition in the first 
place. In 1906, Bengali Nobel Laureate Rabindranath Tagore (1861 - 1941) wrote the song 
“Amar Sonar Bangla”, as a protest to the partition of Bengal. This song later became the 
national anthem of Bangladesh. Due to numerous political crises and protests, the two 
provinces of Bengal were reunited in 1912.  
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The second partition of Bengal came into effect in 1947, in preparation for the 
imminent India Independence Act (Hamid, 2010, p. 11). Bengal was again divided into the 
Hindu majority West Bengal and the Muslim majority East Bengal. With the Independence 
of India in 1947, West Bengal became a part of India whereas East Bengal became a part of 
Pakistan (Hamid, 2010, p. 11).  
Pakistan included two wings: East Pakistan and West Pakistan. Dissatisfaction in East 
Pakistan over the political and economic domination by West Pakistan, had been building up 
since the partition of India and Pakistan. The then Pakistan was a geographical anomaly, 
where the two halves of the region were around 12,000 miles apart and the common 
religion of Islam was the sole solidifying factor for both the halves (Wahid, 2006). Unrest 
between the East and the West of Pakistan culminated in the parliamentary elections of 
1970, where the political party Awami League which advocated self-governance for East 
Pakistan, won majority of the seats in the National Assembly of Pakistan, empowering them 
to lead the Government of this country (Hamid, 2010, p. 12). General Yahya Khan, the then 
Military Leader of West Pakistan, previously pledged to transfer power through General 
Elections, but the election results were not acceptable to the power-bloc of West Pakistan, 
leading to the cancellation of the East Pakistan election results and General Yahya Khan’s 
ferocious crackdown of the east wing of the country (S. I. Khan et al., 2008, p. 21). This 
sparked the Liberation War of Bangladesh (formerly known as East Pakistan) under the 
leadership of Sheikh Mujibur Rahman on the 25th of March 1971. On 16th December 1971, 
Bangladesh won the war and became an independent nation.          
 The path to independence of Bangladesh was inspired not only through warfare, but 
equally through literature and art. Palli Kobi (which means folk poet) Jasimuddin (1903-
1976), Feminist Poet Begum Sufia Kamal (1911-1999) and Film Maker Zahir Raihan (1935-
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1972) were amongst some of the renowned cultural icons who rebelled against Pakistan’s 
subjugation through their art(Hamid, 2010, p. 13). Jasimuddin protested against the 
Government of Pakistan’s attempt to ban broadcasting of Tagore songs in the 1950s; Sufia 
Kamal’s Ekattarer Diary (Diary of ‘71) and collection of poems titled Mor Jaduder Samadhi 
Pare (Where my darlings are buried) captured the repression and cruelty by the Pakistan 
army;  Zahir Raihan made his legendary film Jibon theke Neya (A True Story) in response to 
the language movement, participated in the Liberation war in 1971 and made his famous 
documentary film Stop Genocide in the same year (Hamid, 2010, p. 13). Protests and 
revolutions through cultural forms is an integral part of the history of Bangladesh. Hamid 
states:  
On a tapestry of Buddhist and Hindu customs, Muslim invasions and overlaid Islamic 
traditions and practices, which in turn were embroidered over with alien Western 
culture, making Bangladesh who he is today – an independent-spirited peoples with 
an amalgation of diverse cultures and civilizations. (2010, p. 14) 
 
The socio-political and cultural history of Bangladesh is definitely unique which 
highlights two important points. First, Bangladeshi culture historically, is quite accustomed 
to influences by foreign cultures. And second, rebellion or resistance through songs, 
literature, art and films is engrained in the heritage of this nation. However, this type of 
rebellion, focusing on concrete ideals against the oppression previously by the British 
Empire and then the Pakistan Government, is not the same as the forms of symbolic 
rebellion found in the alternative music scene of Bangladesh. Instead, it focuses on 
repudiating the mainstream music scene and on local and more contemporary problems like 
social unrest and economic hardship. To understand these symbolic forms of rebellion, one 
must look at the distinctive ethos of this music scene and that begins with a look at the 
origins of this scene.    
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The Origins of the Alternative Music Scene of Bangladesh  
The Alternative music scene of Bangladesh is locally known as the Underground 
music scene. What it means to be alternative or underground is local and contextual, and 
that is no different in the case of this post-colonial country with a varied history of cultural 
influences. Graham (2010) states that underground music is a practice and cultural 
philosophy, that exists outside the mainstream. More often than not, musicians, music 
critics and music-related online sites refer to underground music as music which is by choice 
not corporately sponsored. ‘Underground’ is also sometimes used as a label to refer indie 
music, subculture and counterculture. Bangladeshi commentators have come to use the 
term to denote a scene dominated by heavy metal and rock. The term ‘underground’ is a 
term which is used locally more for convenience than anything else, and it is 
interchangeable with synonyms like ‘alternative’. The players active in this scene generally 
agree with these views. Jahangir  states: 
From my perspective, the underground is something that has not been endorsed, 
that is something that nobody has looked into or cared for, and something that 
comes from different set of audience who find their own niche in music. They try to 
find this sort of music out, they try to build communities around it, and they are not 
in media coverage or gaining mainstream popularity. This kind of community of 
audiences following niche music and the musicians involved in creating this niche 
music is the underground scene in Bangladesh. 
 
Tracing back the origins of this Underground / Alternative music scene of 
Bangladesh, stories from the interviews of the participants of this research took me back to 
Dhaka in the 1970s, with the emergence of the influence of Western (or International) 
music in this country. Azam Khan (1950 – 2011) used to cover popular English songs and 
tried to integrate Western instruments like the Spanish guitar, bass guitar and drums into 
his Bengali compositions. When he started out, at about the age of 20, he used to perform 
with his friends in small gatherings in residential area fields and parks. The sound system 
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back then was very crude and something called kaler mic (a form of low tech sound system) 
was used in these gigs. Some years later, brothers Hamin and Shafin (who later on formed 
the band called Miles) also started to perform in these gatherings as well as, in hotels and 
restaurants, using speakers, amps and Western instruments, which they borrowed from 
different people. The first sound system they borrowed was from a person named Shihab 
(who later on became one of the most famous sound engineers of Bangladesh) who bought 
and shipped in some proper Amps and sound gear from the US in the mid-1980s. Artists like 
Azam Khan, Hamin and Shafin had some personal access to foreign music, through their 
own travels and through friends who brought LPs and 8 tracks from abroad. They mainly 
used to play covers and their music styles and fashion codes were influenced by the 
Western rock stars of that time. Then around the late 1980s, artists like Ayub Bacchu and 
James also performed English numbers with their bands at concerts, along with other bands 
like Miles, Souls and Feedback. These gigs were small get-togethers at small venues, at 
hotels and restaurants where these musicians would play English cover songs. Even though 
no one labeled these concerts back then, these small gatherings and gigs were the first 
Western influenced rock concerts in Bangladesh. 
The following is a chronological history of the origins of the Underground / 
Alternative music scene of Bangladesh. This music scene originated in the 1980s but started 
to gather momentum in the early 2000s. Long timer Ridwan explains: 
(…) in the late 1980s, I remember my first concert which was at Engineer’s Institute 
Auditorium Dhaka, we were going to this big underground concert. At that time, the 
bands playing were Rockstrata and Warfaze; they were just starting out back then. 
This was in 1988/1989. (…) So, these underground concerts with Rockstrata and 
Warfaze, these would happen a lot at that time, almost every weekend they would 
have a show. 
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Bands Warfaze and Rockstrata introduced a completely new sound in Bangladesh, 
when they started covering English-language based hard rock and metal songs. Even though 
bands like Miles, Souls and Feedback also covered English songs, they mainly played pop 
and soft rock which were introduced to music listeners of the country earlier in the 1970s 
and 1980s. The genres of hard rock and metal were new and fresh to Bangladeshi audience 
of the late 1980s.  
From my interviews, an interesting point arose which was the involvement of 
English-medium school14 kids in trying to play foreign music in Bangladesh in the late 1980s 
and early 1990s.15 These students, coming from middle to upper class families, gained 
access to cable TV, and started to watch and be influenced by foreign music genres through 
MTV, Channel V and other similar music channels. Some of these kids also had the 
opportunity to travel abroad, and bring back with them cassettes and eventually CDs of 
foreign artists, which they shared with their friends and class mates. They were inspired to 
play music and were influenced by bands such as Metallica, Megadeath, Iron Maiden etc. 
Many of them started to learn the different Western instruments, from a handful of music 
schools which taught these skills, formed bands and even played a few gigs in their school 
fields and basketball courts. This youth phenomenon that later became known as the 
underground music scene of Bangladesh, started from these kids in the 1990s, from English-
medium schools who had literacy in the English language, access to foreign music and 
                                                          
14
 English medium schools are private schools in Bangladesh that remain as a legacy of the British Colonial 
Empire, where the medium of studies is English and its students follow the follow the curricula of the British 
education system, sitting for O’Level and A’Level examinations or Cambridge examinations (Al‐Quaderi & Al 
Mahmud, 2010; M. S. Haque & Akter, 2013). 
15
 The general medium of education in Bangladesh is Bengali. Bengali medium schools, under the institutional 
education system of Bangladesh, are divided into three stages: primary (from class 1-5), secondary (from class 
6-9) and higher education (from class 10-12) (Begum & Farooqui, 2009, p. 46). Students from these Bengali 
medium schools have to sit for the Secondary School Certificate examination (SSC) at the end of class 10 and 
for the Higher Secondary Certificate (HSC) examination at the end of class 12, both of which are under the 
Education Board of Bangladesh (Begum & Farooqui, 2009, p. 46). 
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financial means to buy instruments and learn foreign styles of music. They used to play in 
their schools, then at small venues and auditoriums, where they organized the gigs 
themselves, and request their friends and families to come to these shows. Hasib reflects 
from his own experiences:  
(…) the underground scene started off. Basically, a bunch of musicians got together 
and decided to showcase their talents by covering foreign songs. I was in a band 
called Koprophillia which was one of the first ever underground bands, when the 
total number of underground bands would be 10. We organized our own shows, sold 
our own tickets to our families, made them come to our concerts, and actually 
forced them. (Laughs) We didn’t even know that we have been labeled as the 
underground scene. We were just doing our own thing. This was in the 90s. 
  
 In the late 1990s, Nuruddin was working as a sound engineer at one of the best 
music studios in Dhaka, called Sound Garden, located in Elephant Road. This is where he 
met and had the chance to work with many new bands, who had recently been labeled 
underground bands. Bands like Aurthohin, Cryptic Fate, Artcell, Black, Fulbanu’s Revenge, 
Canopy, Metal Maze etc. used to work in this studio. Nuruddin was fascinated by their music 
and enthusiasm. He had never before heard about these bands, and he never thought bands 
whose music and compositions were so influenced by foreign genres, could exist in 
Bangladesh. He got close with many of these bands and started to visit their jamming 
sessions and gigs. During this time, he also met Azam Khan and got to know that he was 
trying to promote many of these young bands who were playing exciting new genres but 
had no chance of gaining exposure or recognition. 
During this time, Nuruddin conceived the idea of organizing a compilation album 
with songs belonging to bands from the emerging underground music scene. His vision was 
to make this album the first step towards making the Bangladeshi underground bands 
composing foreign genres, an identifiable collective presence in the local recorded music 
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industry. Chcharpotro, the compilation album organized by Nuruddin, was released in 2000 
by the record label G-series (an upcoming major record label at that time), comprising of 12 
contemporary underground bands of Bangladesh. Many agree that this album (the first of 
several similar ones) was the birth of the underground music scene in the form that we 
know today. Before the release of this album, in Nuruddin’s own words “The people of 
Bangladesh didn’t even know that there were bands here who were playing metal, hard 
rock, alternative rock and also composing with Bengali lyrics.” 
The release of Chcharpotro was followed by the release of quite a few other similar 
alternative scene related compilation albums. Through the release of these albums coupled 
with a number regular small scale alternative gigs during this time, bands like Aurthohin, 
Artcell, Cryptic Fate and Black come to the fore and became very popular in the scene. 
During the time period between 2003 till 2009, the popularity of these bands soared and 
the alternative scene community also grew exponentially. It was the youth’s desire of trying 
something fresh and new, a togetherness borne from doing something different that 
seemed most important, as Ridwan shares: 
(…) at this critical time of our social and cultural history, the underground scene as it 
became known as later on, was born. People involved with this scene were young 
musicians trying new sounds; new Western influences and had a passion for trying 
something different. 
 
This alternative music scene was not only limited to Dhaka, but spread out to other 
urban areas of Bangladesh as well. This is how it was born. The origins of this scene had a 
number of interesting aspects such as the English-medium schools as a local space for the 
meeting of like-minded youth, the socio-economic class of its students and their unique 
exposure to foreign music through varied outlets. These aspects are emphasized greatly in 
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Chapter 2, when discussing the affordances of certain unique cultural, economic and social 
resources which explain the contemporary form of this alternative music scene. 
Genres and music styles in the Bangladeshi Alternative Music Scene  
Majority of the informants agreed that the heavy metal genre was the basis of this 
Bangladeshi Alterative music scene. In the US and UK, heavy metal originated in between 
1967 – 1969, with bands like Blue Cheer, Steppenwolf, Black Sabbath and Led Zeppelin 
(Gross, 1990; Weinstein, 2000). Gross (1990) states that during the early development of 
the genre heavy metal, artists playing this sort of music would be under the category of 
“underground album music” (p. 120), when he discusses how early metal bands’ exposure 
would usually be limited to live performances and meager airplay in certain FM and college 
based radio stations. He mentions Steppenwolf’s song Born to be Wild, which includes the 
phrase “Heavy metal thunder” in the second verse, as arguably the first heavy metal song 
because it has majority of the characteristics similar to the later developed canon of this 
genre (Gross, 1990, p. 120). Coincidentally, bands in Bangladesh playing heavy metal in the 
1990s and onwards were usually termed as bands playing underground music, according to 
some of the participants of this study.  
Regarding the definition of heavy metal as a genre, Weinstein (2000) states that it is 
more than marketing category, it is an unique sound with related visual and verbal 
connotations, which are accepted and comprehended by the “…artists, audience members 
and mediators who construct it” (p. 7). Heavy drumming, power chords giving way to guitar 
solos with screaming vocals are just some of the defining characteristics of heavy metal 
music. The stage presence of metal artists (Berger, 1999; Kahn-Harris, 2007), their portrayal 
of sexist aggression and narcissistic male bravado (Breen, 1991) and power, expressed as 
sheer music volume empowering the listeners to a state of euphoric frenzy (Weinstein, 
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2000), makes heavy metal an unique entity and keeps it at the edge of popular music 
discourses.  Broadly speaking, discourses of the heavy metal genre does not only include the 
compositions and sonic arrangements, but other supporting aesthetic and signifying 
elements, such as visual art and verbal expression, are equally important (Weinstein, 2000, 
p. 22). As Breen (1991) describes it:  
This is music for those that dress in black and mean it. This is music that some people 
cannot physically tolerate. It is music at the edge, where a concert induces nausea (in 
ears and viscera like mine) and a disturbing disorientation for a couple of days after 
the event. Not only is it frighteningly loud, but its appeal is its negation of every 
civilized pleasantry (p. 199)      
                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                
These sorts of sonic, visual, physical and verbal connotations can be found in the music, 
posters, album art, stage acts, and lyrics and lyrical themes of the metal bands of this scene 
in Bangladesh which will be focused on a bit further on in this chapter.  
Though metal is the dominant genre of this Bangladeshi Alternative music scene, 
however, nobody expressed any strict rules about styles of metal or even the fact that metal 
or hard rock have to be mandatory genres to be played to be a part of this scene. A variety 
of genres mentioned included heavy metal, thrash metal, death metal, grunge rock, 
psychedelic rock, punk rock, progressive rock, and alternative rock, jazz and folk fusion 
amongst others. As Jahangir states:  
The underground music scene came about by a lot musicians coming together 
because of their love for different genres of music. There are two groups who were 
responsible here. The artists and the audiences. There are the audiences who love 
different genres of music like punk, thrash metal, goth, blues etc. and then there 
were musicians who started playing these kind of genres. 
 
For Tariff: “Underground Music comprises a range of different musical genres that 
operate outside of mainstream culture.” Ismail talks of “the commercial or mainstream 
being populated with pop or rock genres, and the alternative scene with so much more 
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diverse genres (…) Now we have a lot of bands playing different genres of music, but I 
believe that they are trying different things on their own, sort of like the DIY philosophy of 
Punk.” Zakaria states:  
Underground musicians are independent. So they are not bound to do any particular 
kind of music. The bands can be from any genre like progressive rock, hard rock, 
progressive metal, hard metal, black metal, groovy metal, symphonic rock, 
symphonic metal, thrash, death metal etc. 
So rather than a proper definition of musical style based on endorsed genres, 
independence from mainstream styles seemed to be the main criterion of underground 
status. So the scene is more about ‘family resemblances’ (Wittgenstein, 1958, pp. 17-18), 
that is, regardless of whether they are following specific genres, a fixed canon or code, the 
bands from this alternative music scene are brought together because of their desire for 
artistic autonomy and aesthetic independence from the mainstream styles, forming a 
‘community of the different’. Furthermore, as agreed by majority of the informants, these 
Do-it-yourself ethos and underground aesthetics of independence from the mainstream 
attract the local youth to this Bangladeshi alternative music scene. Question now arise, 
what is the ethos of this music scene, and what does it mean in the context of this country?   
The Ethos of the Alternative music scene of Bangladesh 
When asked about the ethos or philosophy behind this alternative music scene, the 
most common responses mentioned were the bands’ creative independence from 
mainstream audience and industry demands, their desire to play comparatively newer 
genres of music (as compared to the mainstream scene), their non-commercial focus that is, 
the fact that they wanted to produce music for themselves. These themes are echoed in the 
following accounts of the participants of this research. Mahbub explains: 
It all started in Bangladesh by some bands who started covering bands like Metallica, 
GNR and other rock and alternative bands. We used to go to the shows to see bands 
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like Sellout, Breach, Nemesis, Artcell. Then some heavy bands came out like 666, 
Kral, Aurthohin, your own band (…) The main idea was that doing a different kind of 
music, not sounding commercial. People who are inspired and influenced by foreign 
bands used to organize shows and play covers of their favorite bands. Then these 
musicians started to compose their own music as well, with heavy influences from 
the foreign bands. 
 
Ismail shares his view about this by stating, “Locally, some bands came out with the 
sole purpose of trying something new (…)”.  For Kamran, “Miles, Warfaze etc. influenced a 
generation of musicians. But they started to go very mainstream, and the kids of that time, 
the 90s, wanted to do their own thing, so they chose to try playing metal and rock.” 
Jahangir explains:  
These genres would not be played by the mainstream rock or mainstream pop 
artists, so these musicians found small venues to perform their kind of music, and 
the niche crowd found them out and they had a demand for different forms of 
music, which was not being fulfilled by the mainstream scene. 
 
For Mostafiz:  
With the availability of CDs, cable TV, internet etc., the youth wanted something 
new, and they are very Westernized and globalized. They were listening to Metallica, 
Soundgarden, Nirvana etc., but no one was performing these kinds of music in 
Bangladesh. There was a need for these kinds of music (…) Then the audience also 
developed, making certain people the niche crowd, who were also very interested in 
these types of music. 
 
Distinction was one of the key themes running throughout the findings of this 
research. This distinctiveness is not about a well thought-out platform of ideas and ideals or 
messages with certain key agendas; instead it’s more about the formation of alternative 
spaces of freedom and creativity. The majority of the informants agree that the mainstream 
artists exclusively playing commercial pop, rock or folk music, have to cater to the mass 
crowd and it is accepted that they are not free to experiment with their music because they 
have stick to a proven formula of commercialization. Keightley (2001) talks about this 
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concept of commercialization in mainstream music, when discussing the authenticity of rock 
in relation to mainstream popular music, where lines of separation are drawn through over-
commercialization, insincerity, manipulation and lack of originality (p. 131). Regarding the 
commercialization and adhering of industry demands by the mainstream artists of 
Bangladesh, Ridwan states “the mainstream artists have to think about money because they 
are professional musicians, and this shows in their music”. Talking about the pop genres 
played by the local mainstream artists, Adil shares “(…) if you want to play this kind of music 
then you have think about the audience’s demands, their tastes, and take a lot of other 
issues into consideration before writing a song.” Mostafiz states:  
(…) when musicians in our country  make music for the mass crowd, they have to 
often sacrifice their own styles and compromise with their own creative direction to 
give the public what they want, to capture the market. (…) The mainstream 
musicians have to think about how commercially successful their album will be (…) 
 
However, the alternative music scene is where the musicians can experiment with 
their music without the fear of sounding commercial, and this is when a new fresh sound 
can be stumbled upon. Adil states, “The underground is where you experiment. The 
underground is where you do a lot of different things, which you are not afraid to sound 
bogus or really good.” This music scene allows its members the creative space to 
experiment instead of being shackled by the limitations of commercialism and marketability. 
Members of the scene define it as freedom from aesthetic constraints which gives them 
artistic autonomy to do what they wish with their music, rather than create a fully described 
alternative to which all must conform to. These notions of experimentation of style and 
aesthetic autonomy of their music resembles some of the characteristics of the already 
mentioned alternative ethos of the West, but there are certain local factors which 
   48 
 
contributes to the unique philosophies associated with this Bangladeshi alternative music 
scene.   
Symbolic expressions of distinction and rebellion 
When asked to explain this freedom, this need for a liberal space where the youth 
can express their creativity, majority of the informants’ responses suggested local 
contextual discourses, which includes a longing to find alternatives from difficult certainties 
of the local socio-historical environment in which the youth have grown up in. The 
Bangladeshi youth were looking for an outlet in the form of a liberal and creative space to 
express their feelings and views, and playing comparatively new genres of heavy metal and 
hard rock in small gigs full of like-minded people provided them with what they were 
looking for. According to Nuruddin:  
The political situation in our country has been quite poor for the past 15 – 20 years. 
So there may have been a frustration amongst the youth. They didn’t have much 
scope to do anything so maybe they took up these foreign genres of music and 
wanted to express their creativity in a new space.  
 
Political unrest stemming from frequent Government changes from the mid-1990s 
has had its adverse impact on the people of Bangladesh. There is rampant corruption in 
multiple levels of bureaucratic institutions in the country, where the two major political 
parties namely Bangladesh Nationalist Party (BNP) and Awami League (AL), have been 
alternately winning the national elections and forming the Government since the 1990s 
(Rashiduzzaman, 1997). The continuous power struggle between them result in regular 
violence in the streets during frequent day long strikes called Hartals16 (Barta & Al-
Mahmood, 2013; Smartraveller.gov.au, 2013) which disrupts everyday life activities like 
                                                          
16
 Which basically means that the general citizens are not supposed to go to outside their house, missing work 
or school. If they do venture outside, they run the risk of picketers wrecking their cars or physically harming 
them.  
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going to work or school. According to many of the participants of this study, this political 
unrest creates much frustration and angst among the youth of this country.  
Besides political unrest, there are other local problems faced by the youth of 
Bangladesh, including widespread corruption, social injustice, poor safety and security 
conditions, lack of infrastructural development, crippling inflation, as well as frequent 
natural disasters. Facing these hardships for the past two decades, these local youth needed 
alternative ways to vent their frustration and anger. The liberal and creative space provided 
by the local alternative music scene provided a channel of release for their frustration and 
aggression as well as their passion, especially through the fantasy worlds of metal, using it 
as a way of escapism to escape their harsh realities. Trying to cope with such frustrations 
and lashing out against these problems through symbolic expressions, Ranjib and Alisha 
states, “Besides trying to play a genre of music which is very new and different, there were 
always some form of rebellion and protest through the songs of the underground.” Jahangir 
adds, “The underground scene is at least a platform where different opinions could be 
voiced through songs.” Issues of protest against corrupted Governments, poor safety and 
security conditions in everyday life, frustrations from regular Hartals, as well as escapism 
from these issues, patriotic passion and enthusiasm, are some of the themes focused upon 
by the bands of the Bangladeshi alternative music scene, expressing symbolic resistance 
through their lyrics and visuals.17 Heavy metal music was also the chosen outlet of rebellion 
for Malay youth in Indonesia, Malaysia and Singapore in the late 1980s, as a response to 
their dislocations due to uneven development and rapid industrialization, resulting in the 
fact that they felt more and more alienated from the materialist societies of these countries 
(Wallach, 2011, pp. 87-88).  According to Wallach (2011), exploitative industrialization in 
                                                          
17
 Resistance through lyrics and visuals focused upon a little further on in this section.   
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these parts in between the 1970s and 1990s, resulted in creating groups of disenfranchised 
youth with feelings of rage, frustration, aggression and powerlessness, who chose to 
express and rebel against their local socio-economic situation through their consumption 
and production of heavy metal. Not only did the Bangladeshi youth of the 1990s choose 
metal to express their adverse feelings towards the local situation, there was an inherent 
sense of rebellion in practice of playing this genre in the socio-historic milieu of this country.  
The concept of playing metal and covering songs from Metallica and Megadeath was 
a taboo in many households. The parents didn’t understand these alien foreign genres like 
heavy metal and hard rock and playing the guitar, being in a band was not considered the 
proper thing to do for a Bangladeshi urban youth. That’s because being in a band and 
playing metal were often associated with abusing drugs and as a result, there were no 
support from the parents, schools or professional musicians at this time. So, there was an 
inherent sense of rebellion in wanting to play metal in Bangladesh during the late 1990s. 
Hasib explains this nicely:   
Socially, this sort of music was not accepted. Garage bands were not allowed. We got 
a lot of complaints. So playing this genre of music (metal and rock) became a 
rebellious thing, because all our parents and neighbors hated that we did this.  
 
This kind of marginalizing of youth due to some countercultural beliefs, can be related with 
Leach and Hauss’s (2009) notion of social movement scene, even though they talk about 
radical feminist, gays, lesbians and anarchist movements on the political left and right, not 
exclusively about music scenes (Creasap, 2012). Discussing these marginalized groups, Leach 
and Hauss state that: “(…) defending, creating, and ⁄ or promoting a marginalized, 
repressed, or countercultural way of life is an essential aspect of their political praxis” (2009, 
p. 273) and it is this sense of oppression poised by the local mainstream industry demands 
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and the desire for artistic freedom from this subjugation which attracted some of the youth 
of Bangladesh towards this alternative music scene in the first place during its conception, 
as suggested by the informants of this research.  
The youth were also inclined to play metal because the local mainstream music 
scene was dominated by pop and folk music and the youth wanted to sound different form 
these genres. Ranjib and Alisha states:  
This death or thrash metal has become so popular with the youth maybe because we 
had that sense of rebel and fighting back in all of us, and this sort of music just 
allowed us to go there and find some peace in expressing ourselves.  
 
Bands like Warfaze and Rockstrata paved the way by playing metal in the 1980s, and by the 
late 1990s, with access to cable TV music channels and internet, the youth found new 
different genres of music that they were looking for and the perfect way to rebel against the 
mainstream and the problems of the society as a whole. Jahangir  states: 
These underground bands have been speaking about things that the mainstream 
artists never talk about. With their different genres of music and alternative lyrics, 
the underground bands have always talked about sensitive issues regarding the 
social problems of Bangladesh, our history, our youth and their problems etc. Songs 
from the mainstream are almost always about love and sex. So, I believe this 
underground scene was a movement, like the Grunge or Punk revolution, although it 
might not have had such a concrete philosophy back in the day. (…) And this started 
way back from the 80s, where bands like Rockstrata and the original Warfaze started 
playing metal music in Bangladesh. When they started playing distorted guitars, this 
changed everything. They were talking about political issues, the youth and their 
frustrations and the underground niche crowd began from there. The young 
audience of that time could relate to this kind of music, more than the mainstream 
love songs.  
 
From the above accounts and from my own observations, the ethos of this 
alternative music scene is, therefore, about the combination of unique forms of aesthetic 
and social rebellion, in a melting pot of distortion, youthful frustration and politics. The 
creative space and the absence of censorships in the underground gigs and jam pads 
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permitted young people to express their anger and frustration towards the problems of the 
society as a whole. Manifestations of aesthetic and social rebellion and philosophies of 
distinction from the mainstream music industry can be found not only in the music genres 
and music styles of the Bangladeshi alternative bands, but also in their language of 
performance, lyrics, album art, fashion codes and stage performances. These symbolic 
expressions of distinction and rebellion are discussed below.  
Related with the ethos of the Bangladeshi alternative music scene, is the symbolic 
forms of distinction found in the sonic, verbal and visual connotations of the cultural 
content produced by this scene. These unique cultural productions are possible because of 
the liberal and creative space allowed by this scene and the non-commercial and 
autonomous artistic aspirations of its members. To comprehend these notions further, the 
music from this local alternative scene will now be analyzed in terms of its language of 
performance, lyrics and their meanings, album art and posters, fashion codes and stage 
performances.  
I. Language of performance  
Besides playing metal and rock, the dominant language in the emerging 
underground scene in the late 1990s and early 2000s, was English. It was an easily 
distinguishable characteristic with the local mainstream scene, where the dominant 
language was obviously Bengali. So performing English songs at this time was one way of 
repudiating the mainstream scene and being in contrast with it. However by the mid-2000s, 
after the release of Chcharpotro and other similar albums, many of the bands started 
writing in Bengali. Their music still remained dominantly Western influenced and different 
from the music compositions of the marketable mainstream scene because these bands 
practiced aesthetic autonomy with their music compositions. Foreign music adopted in 
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one’s own language (Laing, 1997) is not an uncommon phenomenon around the globe, 
especially in the case of metal (Kahn-Harris, 2000). Different variations of the metal genre is 
known to be composed in local languages all over Asia, with the existence and popularity of 
metal in Malay (Fu & Liew, 2008; E. C. Thompson, 2002), Japanese (Kawano & Hosokawa, 
2011), Chinese (Wong, 2011), Korean, Indonesian (Wallach, 2011, pp. 101-102), Nepalese 
(Greene, 2011) and Sanskrit (Dairianathan, 2009, p. 588) languages. Recently, over the past 
few of years, the bands from the Bangladeshi Alternative scene started to write in English 
again, mainly because they began to focus on translocal connections with other similar 
scenes around the world. This phenomenon is elaborately covered in the third chapter of 
this thesis. 
II. Lyrics  
Many of the bands of this scene write lyrics that are direct commentaries on social 
issues. However, the fantasy lyrical worlds of metal allow indirect and figurative ways of 
venting aggression. According to Weinstein (2000), metal lyrics should not comprehended 
by its literal meanings but instead be interpreted in figurative and contextual ways. Shared 
lyrical conventions exist amongst the metal artists and fans, and majority of metal lyrics are 
best described “…as a loose array of fragmentary and suggestive signifiers.” (Weinstein, 
2000, p. 34) In metal music, there is a strong connection between the voice and the words, 
and the importance of expressions of power (both through the vocals and the sound) are 
paramount. This concept of power in metal and rock is overtly male centric, and the 
patriarchal sexism is reflected in the lyrics (Beebe, Fulbrook, & Saunders, 2002; Breen, 1991; 
Weinstein, 2000) as well as in the sonic, visual and physical subtexts (Walser, 1993). 
Weinstein (2000) states that the major lyrical themes of heavy metal fall under two main 
categories: Dionysian and Chaotic (p. 35). The first category is about escapism and 
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overcoming the cares of the everyday world, generally achieved via sex, drugs and rock and 
roll; while the latter category includes “…hegemony of everyday life: monsters, the 
underworld and hell, the grotesque and horrifying, disasters, mayhem, carnage, injustice, 
death and rebellion.” (Weinstein, 2000, p. 35)   
Given the history of political unrest, corruption, social injustice, safety and security 
concerns in Bangladesh, the lyrics of the heavy metal musicians of this Bangladeshi 
alternative music scene include themes like political issues, youth frustrations, social 
problems, patriotism as well as escapism, using the fantasy worlds of metal to escape their 
dire reality of the country’s deteriorating situation. This is in contrast with the local 
mainstream music scene, where the songs mainly talk about love and emotions. Globally 
and historically, the discourses of heavy metal generally avoid the theme of love, caring and 
emotions but instead focus greatly on aggression, male power and degrading sex 
(Weinstein, 2000, p. 36). The variety of subject matters covered, the unorthodox style of 
lyrics and the lack of censorship distinguish the Bangladeshi alternative songs from the local 
mainstream ones. The informants agreed that the preferred style and subject of the lyrics 
depends on the band’s genre and philosophy. 
Amer  explains: “With my band, we write about social problems, problems faced by 
our youth etc.” and it is also true that “my band’s songs and music always has metaphorical 
meanings and we have a lot of symbolic things.” As Mostafiz shares, the lyrics of bands of 
this scene often have themes which merge social commentary with affective and indirect 
possibilities of darkness: “We write about political problems, love and even hate. Especially 
amongst the metal bands, the themes about hate, darkness, satan worship, anti-god etc. are 
quite popular. It depends on the band’s genre.”  
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For example, see Cryptic Fate’s album ‘Danob’ (CrypticFate, 2006a). This album 
features songs such as Raag and Danob. Raag (CrypticFate, 2006c) when translated into 
English literally means anger and the lyrics of this song talk about grotesque violence and 
the act of murdering someone with one’s bare hands. Danob (CrypticFate, 2006a) talks 
about a monstrous oppressive Government regime which is greedy for money and power 
and will do anything necessary to the general people to get what they want.   
Other examples include Artcell’s song “Chilekothar Shepai” (Artcell, 2004) which in 
English means Soldier of the Attic. The lyrics of this song talk about a man’s (referred to as a 
soldier or fighter) struggle to survive in a corrupt and unjust society suffering from political 
disarray. This soldier is comfortable with the darkness but afraid to face the light outside, 
because he knows that as soon as he ventures outside, his dreams and aspirations will be 
torn to shreds by the society. Another song by this band called “Dhushor Shomoy” (Artcell, 
2002a), which when translated into English is Faded Days, is about losing oneself in drug 
abuse and trying to find that next happy moment amongst all consuming sadness.  
Mechanix’s debut album Aporajewo consists of 10 tracks and the lyrical themes of 
these songs (See Appendix 2) can be loosely categorized under a few different headings. 
First and foremost, this band uses the fantasy worlds of metal in their lyrics quite 
generously. The tracks Grihopalito Sottota (which when translated into English means 
Domestic Truth), Potaka (Flag), Itihash 71 (History 71) are about Bangladeshi Patriotism, the 
country’s Liberation War and the related stories of suffering and aggression. The tracks 
Bodh (Compassion) and Aporajewo (Undefeated) talk about social injustice, breaking 
through practices of social oppression, with the latter track emphasising greatly on Dhaka, 
its livelihood and its related crimes and subjugation by the Government. The tracks 
Bhramotto Shopno (Floating Dreams) and Bishshoy (Wonder) are about optimism and 
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dreams of better days; and the track Hawar Naame (In the name of the Wind) is about 
wasted love and heartbreak. The track Protiporog (Self Inflicting) talks about self-hate, inner 
demons and drug abuse. Finally, the track Prithibi 2010 (Earth 2010) is about Global War 
and destruction.  
The lyrical themes of the aforementioned songs which belong to specific albums, 
that is, Cryptic Fate’s Danob and Mechanix’s Aporajewo, have philosophical links with their 
respective album cover art.  
III. Album art and posters 
Regarding album cover artworks and concert posters, the productions from the 
alternative scene are distinctly different from the mainstream ones. The majority of the 
album covers are very creatively designed, having metaphorical visual meanings and having 
symbolic messages in tune with the band’s philosophies, identities and music. As Weinstein 
(2000) explains, album covers of metal bands serve the functions of identifying the band, 
expressing the band’s desired image and music philosophy and as marketing device to stand 
out as well as attract the attention of the potential buyer. She explains:  
Heavy Metal crystallized in the era when the album was the major medium for 
recorded music and when the album cover not only performed a marketing function 
but also served as part of the total aesthetic experience of being part of rock culture. 
(Weinstein, 2000, p. 28) 
 
The visual codes are different from the mainstream album covers, the clear 
distinction being that the alternative scene’s album designs are given much more creative 
thought to echo the artists’ musical values and belief. Historically, metal album covers in 
West would generally have similar color themes, which would be dominated by black, and 
red would be the second most common color (Weinstein, 2000, p. 29). Also, these metal 
albums covers would have somewhat ominous fantasy based creative imagery, as a contrast 
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to album covers of other genres such as pop or country, which would have close-ups of the 
artist or the band (Weinstein, 2000, p. 29).  It is interesting to note, firstly, that many of 
album covers of the Bangladeshi metal bands belonging to the alternative scene are also 
based in black and red color themes. Secondly, the album covers of these Bangladeshi metal 
bands also include artistic imagery, whereas album covers of mainstream bands would 
usually have close-ups of the band. To serve as examples, let us take a closer look at four 
album covers from the alternative scene and four from the mainstream scene. 
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Alternative scene  Mainstream scene 
 
 
 
Cryptic Fate, Danob, 2006  
(CrypticFate, 2006b) 
  
 
 
LRB, LRB, 2012  
(LRB, 2012) 
 
 
 
Artcell, Onno Shomoy, 2002 
(Artcell, 2002b) 
  
 
 
Miles, Protichobi, 2012  
(Miles, 2012) 
 
 
 
Powersurge, Oprostut Judho, 
2008 (Powersurge, 2008) 
  
 
 
Dal Chut, Ai Amontron, 2011 
(DalChut, 2011) 
 
 
 
Mechanix, Aporajewo, 2012 
(Mechanix, 2012) 
  
 
 
Shironamhim, Shironamhin 
Rabindranath, 2012 
(Shironamhin, 2012) 
Table 2: Album cover art of Alternative and Mainstream bands 
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 Cryptic Fate’s album cover shows faceless army figures with fire coming out of their 
heads, and the album name Danob when translated into English means “Monster”. The 
lyrical themes of the whole album revolve around social injustice, oppression by the 
government on the general people, violence and aggression. Artcell’s album cover art shows 
ominous dark clouds and famine affected land, with a doorway showing blue skies and 
green pastures. Their album name Onno Shomoy translates into “A different time” and the 
lyrical themes of the songs in the album talk deals with escapism, fantasy worlds, aggression 
and rebellion against society. Powersurge’s album cover shows a man tied up, blindfolded 
and gagged, locked in a cell with a small window where there is light shining through. Their 
album’s name is Oprostut Judho, when translated into English mean “Unprepared Warfare.” 
The common themes in the lyrical content of the album include aggression, warfare for 
freedom and rebellion against unjust social oppression. Finally, Mechanix’s album cover 
shows the flag of Bangladesh covered with darkness on all sides, and cracks appearing on all 
sides surrounding the flag. Their album name, Aporajewo translates into “Undefeated.” The 
lyrical themes include songs about freedom from oppression, rebellion against unjust social 
norms, fantasy worlds, escapism and patriotism. These album cover artworks can have 
different interpretations, but they are certainly connected with their album names and the 
music and lyrical themes of their songs.  
The Mainstream scene’s album covers include the albums from popular artists LRB, 
Miles, Dal Chut and Shironamhim, with their albums names LRB (self titled), Protichobi 
(means reflection), Ai Amontron (means come all) and Shironamhin Rabindranath (means 
band’s name with the name of legendary writer Rabindranath) respectively. All these four 
cover artworks portray the band members, in different styles with different backgrounds. 
These follow the very classic band photography theme, where the artists are posing as a 
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group for their photograph, except for Shironamhin, which portrays the band members and 
Rabindranath Tagore in a juxtaposed image. The common lyrical themes of the songs in all 
these four albums include love, heartbreak, passion and patriotism. Compared to the album 
covers of the bands from the alternative scene, these covers arguably don’t have that level 
of creative depth.  
The designs of the posters related with the Bangladeshi Alternative scene can be 
compared to concert posters seen in the US, UK or Australia. To justify my point, let us take 
a look at some local posters from the Bangladesh Alternative scene and some randomly 
collected posters from the international metal and rock scene. 
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Posters from the Bangladeshi 
Alternative Scene 
 Posters from the International 
Metal Scene 
 
(Error, 2013) 
 
 
(MetalBone, 2007) 
 
(Livesquare, 2012) 
 
 
(Soundwave, 2013) 
 
(BanglaTracMedia, 2013a) 
 
 
(Slipknot, 2008) 
 
(BanglaTracMedia, 2013b) 
 
 
(TranscendentDesigns, 2013) 
Table 3: Posters from the Bangladeshi Alternative music scene and International metal scene 
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 These posters all feature some common characteristics. Following the 
aforementioned trend commonly found on album covers of metal bands, color themes 
based primarily on black and red are also frequently seen in concert posters. The logos of 
the bands are used instead of photos. Creative imagery and artistic designs, often aggressive 
or grotesque are applied. Finally, stylistic fonts are used, all of which culminate into making 
attention grabbing, aesthetically appropriate posters. The Bangladeshi Alternative scene’s 
posters are reminiscent of metal and rock posters from major Western Anglophone 
countries, the influence of which are obvious. In the local context, these creative posters 
reflect the key aesthetics of this alternative scene which include artistic autonomy, 
distinction from the mainstream and space for creative expression.     
IV. Fashion Codes 
From the interviews with the informants of this study and from my own participant 
observation at gigs, it is clear that the alternative scene has an overall Western influence in 
terms of fashion codes where the audiences and artists always dress in trendy Western 
outfits. In terms of distinction with the mainstream scene, the metal bands and their fans 
draw more explicit lines with their fashion codes, similar to the rock’s oppositional attitudes 
or metal’s transgression against the mainstream, expressed through fashion in the West 
when heavy metal first materialized (Breen, 1991; McRobbie, 1988). Whether they were 
sporting jeans, T-shirts, leather jackets and long hair reminiscent of biker cultures or body 
hugging spandex and S&M wear - a sense of inherent rebellion within the styles and fashion 
of metal artists and fans, was always associated with the emergence of the heavy metal 
genre in the US and UK (Weinstein, 2000, p. 30). Fashion and styles of clothes also function 
as cultural markers, non-verbally communicating identification with related scenes. Leach 
and Hauss (2009) state that belonging to a scene is signified by cultural markers like clothes 
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and tastes (p. 260). For example, Cross (1998) talks about the fashion codes of the Teddy 
Boys in 1950s England, with their drape jackets, narrow trousers, bootlace ties, brothel 
creeper shoes and quaffed hairstyles – unique fashion codes which signified that they 
belonged to a certain youth group (pp. 269-271) and Jefferson argues that the Teddy boys’ 
“dress represented a symbolic way of expressing and negotiating with their symbolic reality; 
of giving cultural meaning to their social plight.” (S. Hall & Jefferson, 1993, p. 70). Hebdige 
(1979) talks about the fashion styling of Mods, who sported conservative suits in 
respectable colors, handmade shoes and kept short hair and claims that this style was a 
reaction to the predictability of their work so they compensated by enjoying total control 
over their appearance (Hebdige, 1993, p. 75). According to Hebdige (1979), Punk 
“reproduced the entire sartorial history of post-war working-class youth cultures in ‘cut up’ 
form” (p. 26) bringing together elements of previous youth cultures and the resulting 
fashion codes of Punk include leather jackets, brother creepers, winkle pickers, plimsolls, 
paka macs, moddy crops, skinhead strides, drainpipes and vivid socks, bum freezers and 
bovver boots. Similarly, women involved with the Riot Grrrl scene in the 1990s Washington 
D.C. and Olympia regions, had been known to wear round collar, clinched waist dresses, 
mid-riff baring tops, fishnet tights, black high top-up boots, dark red lipstick, pink hair and 
pigtails (Schilt, 2004, p. 125) and youth engaged with the goth scene around the world has 
been known to wear make-up, keep long straight hair, piercings, tattoos, while sporting 
velvet and lace from the 18th and 19th century Victorian ear, leather and rubber outfits, 
skintight black jeans etc. (Hodkinson, 2002, p. 186) – fashion codes acting as cultural 
symbols to indicate that they belong to a certain youth subculture.  
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 These kinds of cultural symbols also exist in the Bangladeshi alternative music scene. 
Whether it is dressing like hipsters or like metal heads, there is a sense of community and 
belongingness to the scene expressed by the members dressing in Western outfits. These 
fashion codes imply that they are part of the alternative scene. Wearing Westernized 
clothes like jeans, t-shirts printed with icons of Western pop culture, casual shirts, baseball 
caps, converses and vans, which are different from the local traditional fashions, serve to 
distinguish themselves from the mainstream social values and culture. However, the youth 
of Dhaka, and other urban areas of Bangladesh are usually dressed in Westernized attires 
anyway, so the metal heads show their commitment to the scene more explicitly, by taking 
their fashion codes of wearing black, metal accessories, piercings, long hair or different 
hairdos, boots, makeup etc. very seriously. Jahangir states, “Metal bands have their own 
outlook. They still have that sense of belongingness, they wear the metal accessories, the 
makeup and hairdos, the black apparels – they take these fashion codes and community 
outlook very seriously.” Regarding the uniting and distinctive fashion styles of the 
Bangladeshi alternative music scene, Mostafiz adds:  
People who wear black t-shirts with their favorite bands’ name or logos like Iron Maiden 
and Tool, guys and girls who dress smartly in latest fashions and accessories, who wear 
ear rings and keep long hair, shows that they are part of the underground scene. The 
bands themselves give a lot thought to their band names and logos. Very Western 
influenced, the whole underground scene. 
 
Heavy metal bands are known to use their logos proficiently, in the same manner 
multinational companies use theirs, for fast recognition and to convey a certain image 
(Weinstein, 2000, p. 27). Logos are used by the Bangladeshi metal bands as, and following 
are the logos of the bands Artcell, Cryptic Fate, Powersurge and Mechanix to serve as 
examples.   
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 Logo Source 
  (Artcell) 
 
 
(CrypticFate) 
 
 
(Powersurge) 
 
 
(Mechanix) 
Table 4: Logos of Bangladeshi metal bands  
 
 
 
  
   66 
 
V. Stage performances 
As far as performances go, stage acts and energy with which some of these metal 
and rock bands play, is an important feature that separates this alternative from the 
mainstream scene. The metal bands are especially known for their vigorous performances 
on stage. The act of going wild and aggressive is not organic to the Bangladeshi people’s 
culture, who are traditionally calm and politely behaved people. The Bangladeshi society 
usually frowns upon crazy behavior even during performances, because traditional local 
forms of Bangladeshi music is more inclined towards soothing melodies with an aura of 
peace and passion. And this is evident in the way the big mainstream concerts are set up, 
where the crowd is very far away from the performing artists, and there is the VIP section in 
the middle, where the people sitting are hardly as adoring as the non-VIP audience. 
Granted, this kind of stage setups are done for security measures, where the maximum 
security is concentrated around the stage, backstage and VIP section. But this logistical 
setup shows that crazy performances are not desirable and not commonplace in the 
mainstream scene. 
From my own experiences while performing participant observation at these local 
alternative scene gigs, I found that the crowd is very near the stage and performing bands. 
Stage acts like head banging, jumping, running during performances etc. are therefore 
distinguishable characteristics of the alternative scene and serves as a critic of the 
mainstream where these acts are uncommon. This level of energetic performances are 
missing in the mainstream scene, where the artists are more professional, may have more 
than one performance on the same day and may not be as passionate about their stage acts 
as their alternative scene counterparts. Talking about the performance standards, 
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aggression and raw energy found in the stage performances of bands in the alternative 
music scene, the following informants share their thoughts. Adil states:  
Performance wise, the bands of today are better than the bands of the 80s. They 
really work on their performances these days. In the early 2000s, technical skills 
were not that common. But nowadays, the skills are of much better quality. They 
sound better as an unit. And along with these technical skills, they are much better 
performers these days. Bands like Aurthohin, Powersurge, Mechanix etc. are very 
good performers and they take it very seriously.  
 
Alisha shares:  
About performances, that also has this aggressive trend to it, with all the head 
banging and jumping around. But Bangladesh bands haven’t started doing the whole 
ritual thing yet, but I heard Orator spread goat’s blood at a gig or something. But the 
underground bands performances are usually very energetic and expressive. 
 
For Mahbub:  
For Powersurge, our energy is the most important thing. We think that when we get 
on stage to perform, we are gonna sweat and run ragged, and that is the Powersurge 
way. And it goes with our genre. It just comes naturally when we play our music. 
Some people like it, some don’t. But we don’t care. We do it because we want to do 
it. Our guitarist Nahian once cracked his head open while performing, but he didn’t 
stop playing. It’s the rush, and we like to reciprocate this rush back to the crowd. (…) 
For instance, when we played in our first huge gig, the main organizer said that we 
couldn’t imagine that a band with such a genre and energy could be found in 
Bangladesh. The answer we gave them was that, we are only one band from the 
underground scene. Check out some of the other band’s energy and talent, and you 
will be surprised.  
 
Similar themes of aggression and energy during stage performances of metal bands 
is also evident in Breen’s (1991) description of a Metallica and Anthrax concert, where he 
states:  
The experience of Metallica and Anthrax in concert is like a trip to hell and back. It is 
where utterances break from the subconscious like a volcanic eruption; where a 
heart of revolutionary ardour pounds, grabbing the moment and demanding the 
world. It is a moment of absolute identification with everything and nothing, a 
complete abstraction involving something untried and unknowable, and yet fully 
revealed in that moment of artistic, rock and rolling immediacy. (p. 192) 
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The scene, therefore, involves patterns of symbolic resistance that resemble other 
rebellious political music-related movements like punk (Colegrave & Sullivan, 2001; Gimarc, 
2005) or grunge (Strong, 2011).  Punk, with its varied history in the US and UK, was highly 
politicized since its origins, arguably in the mid-1970s (Colegrave & Sullivan, 2001). The 
ethos of punk is a complex one which generated a great amount of interest from scholars, 
but generally, Punk reintroduced the working-class and youth values of rebellion into the 
British culture of that time (Simonelli, 2002, p. 121). Punk is infamously known as a 
rebellious movement against mainstream society via their music, lyrics, fashion and art 
(Guillain, 2010). As Simonelli (2002) states, Punk artists practiced forms of resistance against 
the establishment or the established society through the usage of modified traditional 
symbols of deviance like the swastika and fetish clothing, with philosophies of anarchy 
through their art and lyrics,  and confronted its audiences through their songs and 
performances (p. 125).  According to Colegrave and Sullivan (2001), Punk tracks are 
characterized by fast paced loud guitar riffs, politicized and explicit lyrics and songs with 
short duration, for example, the songs of The Ramones and The Sex Pistols. Strong (2011) 
discusses the ethos of Grunge and how it challenged the power structures of the US society 
in the 1990s (p. 153). Through its songs, lyrics, fashion and attitude, Grunge rebelled against 
hyper-commercialization of the music industry and the US society as a whole with Kurt 
Cobain’s Nirvana being the epitome of this movement (p. 155). With their loud distorted 
music, humble clothes of bargain, shirts, t-shirts and jeans, and their honesty of 
performance, that is, not using any samples or studio equipment, Grunge was the 
movement of resistance against capitalist society which began with some bands from 
Seattle, Washington in the US (Bell, 1998, pp. 42-43).  
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Metal has been often linked with rebellion in other developing Asian countries.  For 
example, the death/thrash metal scene in Bali came into existence in the early 1990s and 
served as a critique of the accelerated tourism development of the country (Baulch, 2003). 
In addition to that, there was also an aesthetic element to this issue, which protested 
against the other more popular genres of music like reggae, which was associated with 
tourism, according to Baulch (2003). These Balinese metal artists voiced their disapproval of 
rapid tourism development deteriorating the authentic local culture and heritage using 
heavy metal music, but they did so in their own symbolic way, not taking any significant 
binary stance against the government or youth philosophy (Baulch, 2003). However, unlike 
the Balinese death/thrash scene, the metal scene in Bangladesh did not come into existence 
as a movement against the tourism sector or any other sector. In this case, it is more fair to 
say that there is a kind generalized resistance at work here, following the Western 
subcultural ethos made famous by the Birmingham School and other prominent scholars of 
the field (G. Clarke, 1981; S. Hall & Jefferson, 1993; Hebdige, 1979). But the aforementioned 
forms of resistance is somehow less organized than some other more explicitly politicized 
underground scenes such as in Russia (Orlova, 1991), Hungary (Szemere, 2001) or American 
and British anarcho-punk (Gosling, 2004) where tougher levels of exclusivity and shared 
underground ethos were in evidence.  
According to Orlova (1991), Soviet Rock and Soviet attitudes towards Western Rock 
started to change with the legalization of rock music in Russia in 1985. Before this time, 
Soviet rock was illegal and so there was a thriving national underground rock scene, which 
was highly political with their songs of protest and levels of exclusivity due to the necessity 
of alternative sources of distribution (via cassettes and tape recorders) which would be in 
total control of the musicians of this scene (Orlova, 1991).  Szemere (2001) states that the 
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underground rock scene of Hungary has its roots entwined with the political swings of post-
1989 which saw the country go a number of mini revolutions. According to Szemere (2001), 
the original musicians of this underground scene had strong ideologies related with the 
chaotic political discourse of this country, and the cafes, clubs and venues hosting gigs of 
this scene were very secretive and impossible to find without knowing someone inside the 
underground. Gosling (2004) focuses on the anarcho-punks of the US and UK, a scene which 
developed in the mid-1970s and died out by the mid-1980s, and was mainly born as a 
reaction against the mainstream punk and its relation to established society. The anarcho-
punk scene was characterized by simple compositions of songs, which were heavier, faster 
and more aggressive than punk; highly political and social commentary related lyrics; self-
developed and self-managed indie record labels because of the lack of support from the 
mainstream labels; and low budget gigs where conventional practices of headliners and 
supporting acts were scrapped, replaced by a large set of bands playing their music (Gosling, 
2004, pp. 169-170). The dominant ethos of this scene was its artistic integrity and non-
commercial aspirations, aesthetically rebelling against the commercialization of punk which 
had begun by the late 1970s, and they gauged their exclusivity with punk bands who were 
serious about maintaining this ethos (Gosling, 2004).  
 Therefore, the ethos of the alternative music scene of Bangladesh includes 
oppositional and distinction based expressions of symbolic resistance and this brand of 
‘local’ resistance is unique to this scene. As analysis of the genres, language, lyrics, album 
art, fashion codes and stage performances of this alternative music scene entails, there is a 
coherent combining form of aesthetic and social rebellion expressed through the genres of 
metal and hard rock; through the performance of covers and originals in English; with the 
lyrics based on themes of political and social commentary, with escapism and fantasy; with 
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creative album artworks relevant to the artist’s song lyrics and philosophies; with fashion 
codes reminiscent of international trends and metal scene wear; and with energetic and 
powerful stage performances similar to metal and rock gigs in the West. This unique ethos 
of this Bangladeshi alternative music scene, where distinction from the mainstream music 
scene, non-commercial focus and artistic autonomy is paramount as opposed to following 
any concrete political ideologies, there are no high levels of secrecy or exclusivity. Instead 
there are certain necessary social, economic and cultural resources, which allows one the 
affordances to be a part of this alternative music scene. These resources and affordances 
are explained in detail in the following Chapter 2.      
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Chapter 2: Affording the Bangladeshi Alternative Music Scene  
 
Having examined the socio-political history of Bangladesh, the history and formation 
of the local alternative music scene, the meaning of the alternative ethos in this scene and 
how it combines discourses of aesthetic and social rebellion, questions arise, how does one 
become a player in this scene? On what terms and using what resources are people able to 
create something which can be termed culturally alternative, in the local context? The 
pioneers of this alternative music scene had certain cultural, economic and social resources 
which led to the birth and the continued existence of this scene. In this chapter, these 
resources are analyzed in the framework of Bourdieu’s (2002) forms of capital, taking a 
closer look at a description of the scene and the economic, cultural and social capital 
needed to be a part of it. The members of this alternative music scene come from middle 
and upper class families, having sufficient wealth, educated in English-medium schools, 
having certain social linkages, which are predominantly male. This chapter inspects the 
history of the middle class of Bangladesh, the English-medium educational institutions, and 
the essential financial means and social networks of the members of this scene, along with 
its issues of dominant masculinity.   
Brief description of the local Alternative Music Scene  
From my participant observation field notes and from the interviews of this research, 
I gathered that the Bangladeshi Alternative music scene is characterized by small indoor 
venues located in Dhaka and in some other major cities of Bangladesh like Chittagong, 
Sylhet and Rajshahi. For the purpose of this study, I performed participant observation in 
five alternative scene concerts at five different venues, all of which are all located in Dhaka 
city. The names of these venues: Russian Cultural Centre, The Bench, National Library 
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Auditorium, Saffron Restaurant Courtyard and Classic Rock Café and Lounge. All these 
venues have an average capacity of 200 people. I noticed that the attendance numbers 
were quite high in all the five gigs, usually filling up the venues to their respective capacities.  
All these gigs were characterized by small stages in close proximity of the audience, 
with cheap lights, sound systems and fog machines. Heavy metal and Rock music were the 
most common genres played by the bands, consisting of enthusiastic performers of about 4 
to 5 members in each band. They played with passion and intensity and often performed 
stage acts and improvisations to interact with the crowd and made everyone sing along with 
them. The bands mostly sung in English but also at times in Bengali, and performed covers 
as well as originals. The audiences consisted of local urban youth (mostly school, college and 
university students), ranging between 15 – 25 year olds. Majority of the musicians and the 
audience members were sporting trendy Western influenced outfits, with some metal 
bands wearing classic metal influenced attires.  
The crowd was enjoying the music often resulting in the random formations of crop 
circles, mosh pits, all the while head banging and slam dancing to the music, similar to 
ritualistic practices of discourse of heavy metal concerts in the US and UK (Arnett, 1993; 
Breen, 1991; Weinstein, 1991, 2000). Similar crowd responses are found in the Bangladeshi 
Alternative scene gigs, as Zakaria testifies, “The crowds of underground are the best crowd 
forever. They make the musicians go crazy on stage by cheering them with head-banging, 
singing, clapping etc.” The audience members and performers invest a great deal of energy 
in their participation in this minimal but intense setting of alternative scene gigs.  
All these gigs took place during morning to late afternoon or afternoon to evening 
times during Thursdays or Fridays, which are weekends in the Bangladeshi context, instead 
of the usual Western practice of weekends as Saturdays and Sundays. This is because 
   74 
 
Bangladesh is a predominantly Muslim country and the Jumma are held on Friday, making it 
the first day of the weekend ("Weekend holiday schedule," 2009). The promotions of these 
gigs occurred through social networking sites like Facebook and through word of mouth via 
cell phones and hangouts, with some posters printed and distributed in targeted youth 
oriented areas like university cafeterias and cafes. These gigs were partially sponsored by 
small to mid-level corporate brands and local sound system companies. Tickets for 
admission to these concerts were cheap compared to the mainstream scene gigs, and were 
readily available outside the venue gates. An average ticket price I paid for admission to one 
of these alternative concerts is Tk. 80. 
When I asked the informants about descriptions of this scene, they spoke from their 
personal experiences. Mahbub shares:  
The general scenario I understand is that bands get together and perform in small 
venues. For example, RCC in our case. It all started in Bangladesh by some bands 
who started covering bands like Metallica, GNR and other rock and alternative 
bands.(…) The underground scene, to me, is a place where we can do our own taste 
of music. It is definitely not for everyone. Because we do it in a closed venue of 300 
or 400 people. (…) It is performed in small venues with limited crowds.  
 
Similarly, Zakaria also talks about alternative gigs taking place in small venues by stating, 
“They don’t perform in stadium or in an open yard. They always perform in an auditorium, 
garage, basement etc. The venue’s audience capacity is around 300-500.”  
Even though Mahbub mentions that these alternative music concerts are not for 
everyone, based on my own observations, he probably did not mean a certain level of 
exclusivity or restriction of attendance. These concerts are open for anyone especially 
because their admission tickets are very reasonable. Instead, he meant that the genres of 
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music performed in these gigs may not be appreciated by audience members who are not 
fans of metal or rock music. On this note, Jahangir states:  
These genres would not be played by the mainstream rock or mainstream pop 
artists, so these musicians found small venues to perform their kind of music, and 
the niche crowd found them out and they had a demand for different forms of 
music, which was not being fulfilled by the mainstream scene. 
 
Alisha adds to this point, by saying “For underground concerts, the main two venues are 
RCC and National Library Auditorium.”  
The music of these bands are mainly distributed through the internet via Facebook, 
Youtube, Reverbnation and Soundcloud and through limited releases of mixed compilation 
CDs and original album CDs from local record labels like G-Series, Dead Line Music (DLM), 
Incursion Music and Animatrix. There are no dedicated magazines, newspapers, radio or TV 
channels for this alternative scene, but certain local media cover them quite regularly; for 
example local English daily newspapers like The Daily Star its subsequent youth supplement 
The Rising Stars, local English music magazines like Sonic and Playlist, local FM radio 
channels like Radio ABC and Radio Foorti, and local cable satellite channels like ETV, Desh 
TV, NTV and Ekattur.  
This scene is predominantly male centric. From the 14 participants of this research, 
13 of them were male and only 1 of them female. This ratio incidentally gives an intelligible 
overview of the gender percentage in this alternative music scene of Bangladesh. From my 
participant observation at gigs and from casual conversations with the audience members 
and musicians at these gigs, I noticed that none of the bands had any female members. All 
the bands I saw perform constituted of male musicians, and even though I heard that a 
small number of bands of this scene have one female member, this phenomenon is highly 
rare. The audiences to these gigs are split approximately 40/60, favoring the male crowd. As 
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Walser (1993, pp. 109-110) discusses, heavy metal is a discourse designed by Patriarchy and 
Kahn-Harris (2007, p. 71) mentions that majority of the global audiences of heavy metal 
consists of males. Walser (1993) also state that this genre was conceived from the Western 
ethos of capitalist and patriarchal societies. According to Weinstein (2000, p. 66) heavy 
metal specifically originated from the white working class males of the industrial cities of 
England, where it has been known to attract the white working class teenagers enabling 
them to compensate for their lack of social, physical and economical power. Compensation 
by these working class youth was achieved through expressions of hyper-masculinity 
embodied by the macho solidarity of “swaggering males, leaping and strutting about the 
stage, clad in spandex, scarves, leather and visually noisy clothing, punctuating their 
performances with phallic thrusts of guitars and microphone stands”(Walser, 1993, p. 109). 
Power, which is a defining characteristic of the canonical metal philosophy, is traditionally 
culturally coded as a masculine trait (Weinstein, 2000, p. 67).  
Walser (1993) explains that heavy metal musicians and fans have developed 
symbolic expressions to portray male power and control within the context of a patriarchal 
culture, for example with their phallic connotations using their guitars, their misogynistic 
lyrics, fetish inspired attires and sexist visual and artworks. But more than a threat to 
women, heavy metal’s ‘exscription’ of females is more about the absence of gender 
anxieties creating a fantastical world without women through male support and closeness 
(Walser, 1993, p. 110). Weinstein (2000) agrees with this notion by stating that the anti-
female perspective of the heavy metal stars is more about the rejection of feminine values, 
than about misogyny (p. 67) and this is often articulated through male bonding (p. 221). This 
practice of male bonding and masculine hangouts, which is an integral part of the 
development of the heavy metal experience in the Malay heavy metal scene spreading 
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across Malaysia, Singapore and Indonesia (Wallach, 2011, p. 95) is also found in the metal 
gigs from the alternative music scene of Bangladesh. From my own observations, I found 
that the male members of the audience perform ritualistic practices such as head banging, 
and forming crop circles and mosh pits during the performances of local metal bands. Even 
though practices of male camaraderie, such as leaping, strutting and head banging together, 
can be seen from the stage performances of the bands in this Bangladeshi alternative music 
scene, rituals of hyper-masculinity such as phallic connotations is absent even though 
Bangladesh is a patriarchal society (Feldman, 2001). This local scene does not represent 
traditional values of ethnic masculinity either, unlike the Chinese metal bands of the 1990s 
like Tang Dynasty, who portrayed these local values through their stage performances, lyrics 
and music compositions (Wong, 2011, p. 64). According to Wong (2011), values of ethnic 
Chinese masculinity include Wu (martial ability) which includes physical strength, courage 
and fighting, skills combined Wen (cultural refinement) which includes literary excellence 
and civilized behavior (p. 64). The members of the Tang Dynasty all stand 6 ft. tall with lean 
muscular physiques and long hair and their performances include aggressive head banging 
and powerful screams – representing their martial ability; the lyrics of their songs are based 
on poetry from the Tang Dynasty (618-907 A.D.), and their musical arrangements include 
ancient traditional Chinese instruments and tunes – representing cultural refinement 
(Wong, 2011, pp. 64-65).    
Themes of sexual abuse and misogyny is also absent from the lyrics and album 
artwork of the metal bands from the Bangladeshi alternative music scene, probably because 
this is an Islam dominated nation (L. Karim, 2004), where such values are taboo. According 
to Weinstein (2000), women in the Western discourses of heavy metal are treated as sex 
objects, passive and ready to be used or abused, otherwise they have to renounce their 
   78 
 
gender as a whole and be like one of the boys (p. 221). From casual conversations with fans, 
audience members and musicians, I found that female members coming to these 
Bangladeshi alternative music gigs are often girlfriends, friends or family of the artists. They 
don’t take part in the more aggressive rituals of the gigs and usually come to support their 
lover, friend or family member on stage, not necessarily because they enjoy the music. The 
lower percentage of females in the audience may be explained by the fact that curfews 
about staying out late and going to metal concerts are quite strict mainly for girls in the 
Bangladeshi culture influenced by patriarchy and Islam. When asked about the minimal 
number of female musicians in this alternative music scene, responses of the fans at these 
gigs echoed the global canonical discourse of metal being a majorly masculine pursuit.       
 After looking at a brief description of the alternative music scene of Bangladesh, the 
focus will now shift to the main differences between this alternative scene and the local 
mainstream music scene. 
Key differences with the local Mainstream music scene 
All the informants agreed that there are two main scenes in the Bangladesh music 
industry, namely the mainstream and the alternative scene. There are obvious differences 
between the two scenes. The mainstream artists cater to the mass public, so their songs, 
compositions, lyrics and genre are more suited towards this audience, as oppose to the 
alternative artists who cater to the niche crowd, whose orientations are much more 
international and niche crowd based.  
The mainstream is also dominated by solo artists, and the existing bands of this 
scene are usually very front-man oriented. Hasib states:  
The mainstream bands and artists who are very successful, who aren’t really bands 
but more like based on their front men, like Vocalist of Prometheus, James etc. why I 
am saying that, because it doesn’t matter if the musicians of LRB start playing with 
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James, no one will notice. They will only notice the front man James and his songs. 
So the meaning of band doesn’t really exist in the mainstream scene. 
While referring to the five popular Bangladeshi mainstream bands, Adil identifies three of 
them by names of their front-men, in this following statement “We had amazing pop/rock 
artists like Azam Khan, James, Ayub Bacchu, Feedback, Miles.” Furthermore, not much 
attention is given to the musicians and their technical skills in the mainstream scene as 
opposed to the alternative scene, where these skills are valued. As Hasib explains:   
The underground scene, or the musicians involved with this scene, feels that the 
mainstream musicians are basically not good musicians. (…) The alternative scene, 
on the other hand, is dominated by bands, and the chemistry of the members of the 
band coming together, their separate talents and technical skills are much more 
emphasized and appreciated.  
Kamran and Amer both believe very strongly that the underground fans are much 
more loyal to their favorite artists and musicians of the scene, than the mass public are 
about the mainstream artists. 
Whereas the majority of the artists of the mainstream scene of Bangladesh are full 
time musicians making an earning from their music careers, the artists in the alternative 
scene, however, are part-time musicians. These alternative musicians have separate careers 
and they don’t usually make money off their music.  
Affording the Alternative: Necessary Forms of Capital 
According to the participants of this study, the important thing to understand is that 
the members of this alternative music scene are literally those with pre-existing social and 
economic resources with which they can afford to subsidize involvement with this pro-am 
model, because they have very limited prospects of monetary gains from this scene. Making 
money is not an expectation while being active in this scene. Bourdieu’s (2002) concepts of 
economic, cultural and social capital is relevant when discussing the resources necessary to 
be a part of this Bangladeshi Alternative scene. In his own words:  
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Depending on the field in which it functions, and at the cost of the more or less 
expensive transformations which are the precondition for its efficacy in the field of 
question, capital can present itself in three fundamental guises: as economic capital, 
which is immediately and directly convertible into money and may be 
institutionalized in form of property rights; as cultural capital, which is convertible, 
on certain conditions, into economic capital and may be institutionalized in the form 
of educational qualifications; and as social capital, made up of social obligations 
(“connections”), which is convertible, in certain conditions, into economic capital and 
may be institutionalized in the form of a title of nobility.  
 
Economic and Cultural Capital 
The participants describe financial ventures in this alternative scene as a break-even 
economy which includes personal investment in equipment, recording studios, practice pads 
and gig slots in the hope of getting financial return to be able to sustain further involvement 
in the scene. As Ranjib explains “What happens here is that a few friends usually get 
together, make a band, do a few shows. Then if they become a bit popular, they look for 
promotion, interviews and try to land slots at bigger shows” – where they are more likely to 
earn a decent fee rather than have to ‘push sell’ (that is pay for gig and record slots in order 
to gain exposure). Participation in alternative gigs can also be managed through labor by 
taking on additional organizing roles beyond those of musician, such as online promoter, 
sound engineer, sponsor or fund collector, personal investor etc. But monetary returns from 
participation are not expected and instead, the most common way that allows bands to 
sustain activity is the active subsidy from their own careers outside the scene. As Adil 
explains: 
So either you have to be a music director, or you have to have a job and music has to 
be your hobby. Otherwise you are finished. (Laughs) If you want do underground 
music in this country, then you have to be extremely passionate about it, and accept 
the fact that you won’t make any money from this; it can’t be anything more than 
your hobby. We, whatever money we make, we invest it back on the band. 
 
   81 
 
The participants of this research all come from middle to upper class families. They 
are engaged with separate careers often outside the scene – in different fields or even with 
the mainstream music industry. For example, Jahangir is the owner of a renowned event 
management company; Adil is the creative director of one of biggest advertisement 
agencies of Bangladesh and Ridwan is an entrepreneur of multiple businesses. Some 
participants also work in music projects outside the scene as well, like Mahbub sometimes 
sing for TV and Radio commercials; Adil and Amer work as producers for different artists 
and also compose jingles or music for advertisements.  In the early days, according to Hasib: 
We organized our own shows, sold our own tickets to our families, made them come 
to our concerts, and actually forced them. (Laughs) We didn’t even know that we 
have been labeled as the underground scene. We were just doing our own thing. 
This was in the 90s. So some people, rich people, this is the demographic that I’m 
talking about, could actually afford to buy the guitars, who could afford to listen to 
foreign music, who had access to these things. 
 
Even though Hasib explicitly talk about wealth, other informants also mention how 
its affordances are driving force behind mobilization of this scene. This economic capital 
(Bourdieu, 1984; 2002, p. 243) consisting of inherited family wealth and/or separate careers 
is a crucial resource which allows the indulgence of participation in this pro-am alternative 
scene.  
The structure and practices of the record labels in Bangladesh do not provide 
financial support for the alternative bands of the scene either. Most albums from the scene 
have only been released by two major record labels in the last decade, and those two are G-
Series and Dead Line Music (DLM). There are some other smaller labels that have come up 
recently, such as Incursion Music, Animatrix, Mushroom Entertainment etc. but they are yet 
to match the distribution capacity or organizational strength of the major labels. Record 
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labels in Bangladesh work in a different way than it does abroad (Hull, Hutchison, & 
Strasser, 2011, pp. 29-51; Salmon, 2007), where the general model is that when a label signs 
an artist, the recording costs are provided by them and the artist receives royalties from a 
his / her music sales.  But the legal frameworks and its implementation regarding music 
copyrights and royalties are still a work in progress in Bangladesh (M. Haque, 2002).  
The informants agreed that the majority of the alternative scene albums produced 
by the two major record labels or by smaller labels are been self-funded, which means the 
bands or artists invested their own money for covering recording costs.  The way these 
record labels usually work is that if they like a certain band’s songs, then they will sign them 
up; by signing with them, the record label is responsible for looking after the distribution 
and minimum promotions of the band’s albums, making sure that it reaches all the music 
outlets around the country. But the record labels won’t pay any money to the band from the 
album sales, not even their recording costs (M. Haque, 2002; Rahim, 2009); all the money 
made from album sales, online sales and via telecommunication companies through ring 
tones etc. will be kept by the record labels. Amer shares from personal experience:  
Our major drawbacks include record labels. If I make a song, and want to release a 
song on an album from a major label, the first thing they will say is that I’ll have to 
sell the rights of the song to the label, so if any money is made from that song 
(through album sales and through digital sales like via telecomm ringtones and 
welcome / hello tunes) I won’t make a cent from it. How is that fair? The major 
record labels in our country rarely give any artists their proper royalties and they 
don’t care about copyrights. The new and underground musicians suffer the most 
from this. If we want to release an album, which would take about tk 200, 000 to 
complete, you have to remember that we are recording with our own money, we 
have no sponsors. So when we give the album to the record label, they’ll not only 
pay us any money, they will demand Tk. 200, 000 more so that they can release and 
promote the album properly. So we need Tk. 400, 000 to release an album. That’s 
not possible for my band. 
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Mahbub shares a similar view:  
The record labels are doing nothing. They will offer a deal. You give me a certain 
amount of money, I will publish and distribute your album all over Bangladesh. 
Nothing to do with royalty or copyrights. Whatever money is made from digital and 
CD sales of my music, will be kept by the record labels. What do I get out of this? My 
music will be out there. My CD will be available in the music stores. These record 
labels play with the emotions of our musicians. End of the day a musician wants their 
song to be out there. But there is need for some financial gain from this. Without 
money, we cannot survive. There are no huge separate labels, but Incurison and 
Animatix tries to do something, but their distribution is not good at all. The major 
labels like Gseries and Deadline supports the undeground bands and musicians. 
Gseries has very strong influence on the distribution channels, so they actually 
hamper distribution of other labels. In the future, we are hearing that some 
international labels will come down here and then give the proper copyright and 
royalties to the musicians, once they sign up with them.  
 
There are variations of this deal in some situations, but generally, only some 
mainstream artists end get money from album sales, or get a one-off large amount in the 
beginning when signing up with the label for an album (M. Haque, 2002). Only a few 
mainstream artists are fortunate enough to get remuneration for their recording costs. The 
record labels do this mainly because the music business in Bangladesh, even when dealing 
with mainstream artists, is not very lucrative (Rahim, 2009). Rahim (2009) states that the 
price of a CD in Bangladesh is between Tk 50 – 8018 and the record labels cannot afford to 
sell them at higher price because no one would buy these CDs if they cost more, bearing in 
mind that all these songs are available for free on pirated websites, and so the record labels 
cannot make a huge profit from album sales. It’s important to note that the overall 
Bangladesh music industry is very small, its record labels and market are not connected with 
the global music industry, popularity of Indian or Bollywood music dominates the local 
market (M. Haque, 2002) and there is rampant piracy plaguing the industry (Rahim, 2009). 
There is also the technological change to deal with, where CDs and DVDs have become 
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almost obsolete, and online digital music is quickly becoming the preferred vehicle to 
distribute music (Leyshon, Webb, French, Thrift, & Crewe, 2005).  The informants of this 
research also discuss that there are infrastructural problems in Bangladesh, where owning 
credit cards and paypal accounts are not as simple as anywhere else on the world. The 
major and the smaller record labels are trying new avenues to work around this, to legally 
distribute music via a number of new media channels. But piracy continues to hurt the 
music industry of this country and as a result, the informants agree that the local record 
labels are unwilling and perhaps incapable of financially supporting the alternative scene’s 
bands by providing the cost for their recording sessions.  
Therefore, to become part of the scene one has to have the economic capital to 
firstly cover costs of buying necessary gears like music instruments, amps, multi-effect 
processors, microphones etc.; secondly, to learn playing instruments like the guitar, bass 
and drums from music schools or professional music teachers; and thirdly, to participate in 
shared spaces like jamming pads, recording studios and small venues. 
Besides economic capital, the cultural capital of the Bangladeshi youth is an essential 
affordance to be a part of the local alternative scene. Bourdieu’s concept of cultural capital 
was conceived when he was researching to explain the unequal scholastic achievement of 
children originating from the different social classes of the society in 1960s France (2002, p. 
243). Cultural capital exists in the ongoing dispositions of the mind and body, in the form of 
cultural goods such as pictures, art, books, cinema, music etc. and in the form of educational 
qualifications. It is embodied in the variety of unique experiences of an individual stemming 
from family background, environment of upbringing and education, and exposure to culture 
amongst other practices.  
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The participants of this research, similar to the pioneers of this alternative scene and 
coming from middle to upper class families, had comparatively privileged upbringings 
compared to the working class and lower class people of Bangladesh. This upbringing 
includes opportunities to study in English-medium schools, where the students sit for 
O’Level, A’Level or Cambridge Exams following the British system of education (Al‐Quaderi 
& Al Mahmud, 2010; M. S. Haque & Akter, 2013). Ability to study in these educational 
institutions – this educational capital (Bourdieu, 1984, pp. 80-83) – along with their social 
class, makes up some of the elements of their cultural capital (Bourdieu, 2002, p. 243).   
 The class based perspective of belonging to an alternative scene is different from 
that of the West. Scholars from the Birmingham school implemented the class perspective 
when analyzing subcultures in the UK from the 1950s. They focused on the working class 
youth consisting of white males, and their cultures of collective identity and symbolic 
resistance through which they expressed their class struggles. Considering metal-related 
subcultural traditions, this music genre has often been known to be seen as a compensatory 
expression of rebellion through male power by the white suburban males (Weinstein, 1991) 
who lack economic, social and physical power (Horrocks, 1995, p. 143; Walser, 1993), made 
for and by these working class and middle class youth (Binder, 1993; Carter, 2003). Scholars 
like Weinstein (2011) and Walser (1993) explain that during the late 1960s and early 1970s 
in the UK and US, the working class youth of these nations were facing struggles such as 
increased unemployment, economic insecurity, weakening of unions and deteriorating civic 
infrastructure stemming from shutdown of factories and industries. They claim that metal, 
which emerged as a genre around this same time, proved to be the music of rebellion that 
these disenfranchised youth could relate with and it helped them cope with their struggles. 
Wallach (2011) likens this coping mechanism and rebellion associated with metal with the 
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working class youth of Malaysia, Singapore and Indonesia during the 1970s through to the 
1990s, when these Asian countries were going through rapid industrialization. But in the 
case of Bangladesh, the metal scene originated and continues through communities of like-
minded middle to upper class youth who have the cultural, educational and economic 
capital to afford listening, performing and enjoying this foreign genre of music.  
 The history of the middle class of Bangladesh is an uniquely interesting story.  
The middle class of Bangladesh emerged under the shadow of different levels of 
colonialism. According to Wahid (2006), analyzing the socio-political history of this region, 
from the Pakistan era to the post-independent Bangladesh era, the concept of Bengali 
Nationalism rose as a distinct identity in post-partition Pakistan, due to cultural, political and 
material tensions between the Punjabi ruling elite of West Pakistan and the Bengali Muslim 
middle class of East Pakistan. Conflict emerged between the Bengali and non-Bengali 
Muslim middle class over the issue of mother-tongue language.  The central government of 
Pakistan (located in the dominant Western half) gave strong indications that Urdu was 
preferred as national language and not Bengali which led to conflicts, epitomizing with the 
killing of several activists when the Pakistan police opened fire on the student 
demonstration in Dhaka in February 1952 (Wahid, 2006). According to Wahid (2006) this 
Language Movement brought about a new cultural and political awakening for the Bengali 
Muslim middle class in East Pakistan and their emphasis of national identity changed from 
religion to language. She states that although a number of Western scholars analyze the 
birth of Bangladesh as a separatist movement by emphasizing the geographic context of 
East and West Pakistan or by the language and the socio-economic conflict with the 
resulting political backlashes, the Bengali scholars have negated this view by considering the 
struggle of Bangladesh as a Liberation Movement which cannot be regarded as merely a war 
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to achieve independence of Bangladesh was rather as a culmination of a series of struggles 
to establish democracy, nationalism, socialism and secularism in a newly formed 
Bangladeshi society (Wahid, 2006). It was the middle class of this Bengali nation consisting 
of students, teachers and intellectuals that served as the main catalyst for the independence 
of Bangladesh, being the active front for both the Language movement of 1952 and the 
Liberation War of 1971 (Hamid, 2010; S. I. Khan et al., 2008; Wahid, 2006). Historically, this 
middle class has always been educated (often from institutions abroad), well informed 
about world events (through access to media) and a highly influential part of the 
Bangladeshi social milieu. It is therefore quite logical that the Alternative music scene of 
Bangladesh materialized and continues to exist through the middle class and upper class 
youth of this country.  
Besides advantaged upbringings related with social class family wealth, the 
understanding of content of foreign genres of music means one must have the English 
language ability in order to comprehend the lyrics of the songs. This ability is achieved from 
studying in English-medium schools where the medium of studies and the culture and 
content of education is British based (Al‐Quaderi & Al Mahmud, 2010, p. 214; M. S. Haque & 
Akter, 2013). English-medium educational institutions were established in the region now 
known as Bangladesh during the Colonial period of the British Empire (Rahman, Hamzah, 
Meerah, & Rahman, 2010). The European Missionaries and the British East India Company 
was responsible for introducing these institutions to this region, which was then known as 
India (Phillipson, 1992). Thomas B. Macauly, after the passing of the Government of India 
Act in 1833, was appointed as the first Law Member of the Governor-General's Council and 
went to India in 1834, to serve on the Supreme Council of India between 1834 and 1838 
(Macaulay, 2003; Young, 1957). Macaulay is best known for his Minute on Indian 
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Education report on February 1835 (Macaulay, 2003), where he introduced English-medium 
education in this South Asian region (Phillipson, 1992, pp. 110-113), with the purpose of 
creating a class of British Elitist natives who would serve as cultural intermediaries between 
themselves and the British Colonizers (Young, 1957, pp. 716-718) and make new customers 
of the British culture (Rahman et al., 2010). The British invasion of this South Asian region 
ended in 1947, leaving the post-colonial countries of behind India and Pakistan (Al‐Quaderi 
& Al Mahmud, 2010), and as already mentioned, Bangladesh gained independence from 
Pakistan in 1971. The fate of these English-medium institutions during the Pakistan and the 
Bangladesh period is nicely summarized by Dr. Zaman (2003), who states:  
At the time of partition in 1947, education at the primary and secondary levels was 
in the vernacular, with the exception of a couple of missionary schools that offered 
instruction in English. The level of English, however, at the matriculation level was 
fairly high with students having to sit for two English papers. One could also opt to sit 
for the matriculation examination in Bangla, Urdu or English. Intermediate, however, 
was only offered at the colleges in English (…) In 1972, Bangla became the official 
language of Bangladesh. The language of the Foreign Office, however, remained 
English, as did the language of the army. Bangla became the [sole] medium of 
instruction in all schools and colleges. At the universities, apart from the English 
departments, students had the option of answering examinations in either Bangla or 
English. The wholesale change, however, saw almost simultaneously the growth of 
what were initially small, informal, private endeavours to preserve English language 
education at the school level. A number of English medium kindergartens and 
tutorials started offering alternative English language education and prepared 
students for British O’ and A’ levels. Till the 80s these tutorials were on a minor key. 
From the early 90s, however, these tutorials proliferated into ‘international schools’ 
(p. 490)  
 
The number of English-medium schools, especially in Dhaka, started to come up from 
the 1980s (Banu & Sussex, 2001) and a good number of these well renowned schools were 
established by the 1990s (Al‐Quaderi & Al Mahmud, 2010). These prestigious educational 
institutions were expensive and only affordable by the upper classes (Banu & Sussex, 2001), 
but the middle classes also started to enroll their kids around this time (Al‐Quaderi & Al 
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Mahmud, 2010), since studying in these institutions were symbol of social status (Tickoo, 
2006) and necessary for potential employment in the future (Banu & Sussex, 2001; Sarwar, 
2005, p. 32). No surprise, then that the English-medium schools of the late 1980s and 1990s 
Dhaka were the most important site for the formation of the original alternative bands of 
Bangladesh, agreed majority of the informants. This medium of school education made sure 
that one has the language ability to consume, enjoy and produce international music styles. 
Also these schools brought together like-minded youth together forming networks and a 
community which wanted to play contextually fresh international genres of music. These 
school kids formed bands and even played a few gigs in their school fields and basketball 
courts. The significance of these schools is affirmed by Ridwan, Hasib, Adil, along with Amer, 
Kamran, Alisha, Ranjib and Jahangir, all went to English-medium schools themselves. Ridwan 
reflects:  
(…) there were kids in my school who were trying to do music (…) and some of these 
kids finally made a band. They performed in my school’s football field, in 1986, and 
this was the first rock concert I witnessed. (Laughs)(…) So, my close friends from 
school and I used to love music (…) We started doing shows in friend’s places and 
school etc.  
 
Hasib states:  
Back when I was talking about the early days of underground, this scene came from 
the well-off youth from English-medium schools. (…) I remember very clearly, we 
were all in school; we wanted to try something new.  We used to play basketball, 
cricket and just one day we thought, why not try to do music. (…) We decided, why 
not form a band? Even though we had no idea about playing any instrument, we just 
thought, why don’t you be the vocalist, you be the guitarist and I got left with the 
drums. So we took this challenge of forming a band (…) 
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Adil shares:  
I’m really fortunate that all my good friends from school were all very deeply 
passionate about music, and through them I heard a lot of really amazing stuff. We 
used to get together; we used to jam with acoustic guitars. When I was in class 11, 
my friend Farshed and two guys from one class junior to us, Wahed and Sarfaraz, 
decided to form a band (…) 
 
Along with educational capital of studying in English-medium institutions, cultural 
capital necessary to be a part of the alternative music scene also includes having access to 
foreign cultures and music, which in the context of Bangladesh, took place through record 
stores, travels and TV channels. In the late 1980s and 1990s, the only source of metal and 
rock music was a store called Rainbow which used to sell pirated cassettes and LPs. Hasib 
justifies this point by saying: “The only access we had to foreign music were through pirated 
cassettes (…) And they were a big hit. There was a store called Rainbow, one of the first 
stores to sell foreign pirated music.” Ridwan also shares: “We used to hang out at the record 
store called Rainbow, which was the only place for getting foreign rock albums, and we used 
to record mixed tapes from LPs and stuff. I loved that place.” 
It has already been mentioned that some of the pioneers of this scene had the 
economic ability to travel abroad for tourism or education and bring back with them, 
cassettes, CDs and experiences of foreign music. This point is nicely summarized by Ridwan 
when he talks about his musical experiences in the US:  
(…) through my years in US, music always stuck with me. I used to hang out at a local 
music store, listen to the records, talk to the local musicians, listen to the radio, go to 
small gigs etc. It fascinated me, and I used to feel that why can’t I take this music and 
this scene back to Bangladesh? I wanted a job there, but I was too young, and they 
didn’t want to hire me at first. But seeing my dedication, that I used to go there 
every day, they finally agreed to hire me, and I was their youngest ever employee. 
This store was called Sound Warehouse, but it later on became known as 
Blockbuster Music, which became huge in the 90s. I worked there all my school 
years. Then I went to college in Dallas, where the first Virgin megastore opened up. I 
worked there as well, and actually became assistant manager. So all throughout my 
   91 
 
young years, I never let go my passion of music. I even played in a few bands 
throughout my school and college years. But after I was done with Uni, I decided to 
move back to Bangladesh, and I remember my parents being very supportive of that. 
After moving back, the whole scenario was different. All my friends either moved 
abroad, or left music as a whole. Cryptic Fate was huge, along with Artcell, Nemesis 
and there was a thriving underground scene by then. I’m talking about the late 1990s 
and early 2000s. 
 
When people like Ridwan, moved back to Bangladesh, they brought with them 
physical music, that is, cassettes and LPs as well as music styles and cultures from abroad. 
They shared their experiences with their peers which played its part in the international 
influences of giving rise to the local alternative music scene. Amer attests to Ridwan’s point 
and also talks about the importance of the influence of some foreign music channels on 
Cable TV; he states:  
(…) back in the 1980s and 1990s, some kids went abroad and had access and 
connections to foreign music, and they brought back their influences, and started 
playing different genres like metal and rock, very influenced by the major foreign 
bands of that time. (…) And it carried through to the late 90s and early 2000s, 
through cable TV where we got MTV and Channel V. 
Cable TV channels first become available for the middle and upper classes of 
Bangladesh in 1993 (Jahangir, 1997, pp. 79-95; Wahid, 2007) through the Government TVRO 
act (DainikBangla, 1992) and the launching of the Hong Kong based first ever pan-Asian 
Satellite Television Asia Region (STAR) network (Leonard, 1993; Parks, 2002) becoming 
available not by the expensive Direct Broadcasting System (DBS) technologies, but by 
cheaper coaxial cables. Not surprising then, is the fact that the Bangladeshi Alternative 
scene also started to thrive in the late 1990s. The youth started to watch and be influenced 
by foreign music and genres through music channels like MTV Asia and Channel V on the 
Star TV network.  
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Social Capital 
Beyond economic and cultural capital, maintaining social networks and often 
receiving the approval of certain influential agents is also an important necessity to be a 
part of the alternative music scene of Bangladesh. In Bourdieu’s (2002) framework, these 
connections that the members of this scene have, is described as social capital.  Bourdieu 
defines social capital as possession of durable networks of meaningful relationships, a 
membership to a group where two way symbolic and/or material exchanges reinforce the 
links between the members (2002, p. 248). In terms of the Bangladeshi alternative music 
scene, the relationship and networks between the its members who are predominantly 
males, coming together for their common philosophies of aesthetic and social rebellion, 
being distinct from the mainstream music scene in the liberal space of creativity through 
symbolic (i.e. their genre of music, language of performance, lyrics, album art, and stage 
performances) and material (i.e. fashion codes) expressions of opposition, represents their 
social capital. This sort of community and network representing social capital, is 
conceptually similar to the definition of Leach and Hauss’s (2009) ‘social movement scene’, 
which they define as: “a network of people who share a common identity and a common set 
of subcultural or countercultural beliefs, values, norms and convictions as well as a network 
of physical spaces where members of that group are known to congregate” (Leach & Hauss, 
2009, p. 259).  
Bourdieu states that the amount of social capital possessed by any given agent is the 
size of the network of connections he/she can effectively mobilize and on his/her own 
economic and cultural capital (2002, p. 248). The important thing to comprehend is that 
social capital is also dependent on economic and cultural capital (Bourdieu, 2002, p. 248). So 
in the context of this alternative music scene, besides coming from middle to upper class 
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family backgrounds, having been educated in English-medium institutions and having 
financial means, one must have social connections with the influential members – people 
who have good volumes of inherited economic, cultural and social capital (Bourdieu, 2002, 
p. 250) within the context of this scene – while also maintaining networks with other 
members in this scene. Alisha shares:  
When a young guy wants to start doing music, he has to start from the underground 
scene. But there are a number of challenges he faces. He needs family support, 
monetary support to buy gears and take classes. Then if he is good, and if he gets in a 
band, then his band also has to have connections with the organizers. Otherwise 
they won’t get any shows. There is a lot of lobbying involved.  
   
Alisha’s comment may be interpreted as one might have the economic and cultural 
capital, but he/she must also have the social capital, for example, connections with the 
organizers, in order to become a part of this alternative music scene of Bangladesh. In this 
context, who you know and who approves of your music is plays an important part in order 
to be a successful member of this scene. Receiving approval from certain influential agents 
of the scene, who act as cultural intermediaries (Bourdieu, 1984, 16), is important for 
gaining access to regular performances in this scene.  
Bourdieu introduced this term ‘cultural intermediaries’ in his famous book 
Distinction while he was discussing about the ‘new petite bourgeoisie’ (Bourdieu, 1984, p. 
354), that is, the newly educated working class French youth of the 1960s, who grew in size 
and influence from the mid-twentieth century (Negus, 2002). According to Bourdieu (1984), 
cultural intermediaries refer to those agents with “occupations involving presentation and 
representation . . . providing symbolic goods and services” (p. 359). Negus (2002) explains, 
these agents are those who come in-between the creative artists and consumers, or more 
generally, in-between the processes of production and consumption (pp. 502-503). My 
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research revealed that there are influential agents within this alternative scene who play 
significant roles in deciding who gets to participate and who doesn’t. They use their tastes 
and judgments, derived from their own economic, cultural and social capital, to judge new 
potential participants to this scene.  
According to the participants of this research, these influential agents, who are 
usually males in most cases consistent with the already mentioned male centric notion of 
this scene, are often locally referred to as Murubbis (a Bengali term which when translated 
in English means Veterans) or Boro Bhais (another Bengali term which means Big Brothers). 
When asked to clarify who these cultural intermediaries of this alternative music scene are, 
Ranjib gave an example, referring to Jiqbal. He is a veteran guitarist and member of the 
mainstream band Miles, but also a promoter of alternative music since because he 
organizes regular mixed compilation albums for the bands of this scene. Alisha summarized, 
“These murubbis are not always musicians, they can be promoters, they can be radio 
channel employees, TV channel employees, journalists, record label employees and mixed 
album organizers, venue owners, corporate sponsors etc.” The following accounts from the 
informants of this research explain the role of Murubbis and Boro Bhais in this alternative 
music scene. 
Alisha:  
This concept of big brother, Murubbi, is a moderator, gate-keeper, very influential 
person. They are usually the band members of big bands in the underground scene 
like Cryptic Fate, Powersurge, Mechanix, Severe Dementia, Aurthohin etc. They have 
a lot of power as to decide who plays and who doesn’t in a concert, who gets a slot 
in a mixed album and who doesn’t etc. Most importantly, they have a power over 
the organizers because they are usually the headlining bands.  
 
Ranjib: 
(…) there is the fact that in order to make it, you have to align yourself with certain 
big brothers of the scene and with their recommendations, you can get a lot of 
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shows. For example in the Dhaka UG scene, the popular bands include Powersurge 
and Mechanix, and they have a lot of newer bands following them around, who get 
the chance to open for them in many concerts. Also, these band’s recommendations 
are highly regarded in this scene, so if you stick with them, you might get 
somewhere. And if you don’t, they might even ban you from these shows. They get 
to decide if you are good enough or not. 
 
Kamran: 
And then there are the boro bhais (murubbis) in each scene, who are basically 
musicians or promoters, who are very influential, and they get to decide whether a 
certain band in Dhanmondi scene for example, is good enough or not, and whether a 
band from another place will actually play in a concert in Dhanmondi. 
 
Amer adds to this by saying:  
The new trend is that, if you have a band, you will have to somehow align yourselves 
with one of the smaller scenes or gangs. There is the rock scene of Gulshan, where 
Nemesis is probably one of the biggest bands. Then there is the metal scene of 
Dhanmondi, where the biggest bands are Powersurge, Mechanix, Severe Dementia 
etc. Then there is the Uttara scene, the Mirpur scene – its crazy! Dhaka is such a 
small place, but even there you have such divisions. And if you come from the Uttara 
scene and try to play at the Dhanmondi scene, you just might get booed or not get a 
good response at all. Because you are not from there. 
 
Mostafiz shares these and explains a bit further by saying that there are certain clans in this 
alternative scene: 
Clans are groups – groups of musicians, bands and promoters who promote each 
other and work with each other. For example, there is such a group in Agargaon, 
there is a band called Dispersion, and they sort of control who plays and who doesn’t 
in concerts in this area. They started doing shows in a new venue called National 
Library Auditorium and this venue has become the hub for UG shows in Agargaon. 
But Dispersion sort of acts as the gatekeepers for this Agargaon clan. Gulshan and 
Banani have their own clan. The Bench for example is a venue in Gulshan, and so 
some specific bands like Circus Police and Alternation and bands they recommend 
will perform in concerts at this venue. And those bands are also usually based in the 
locality of this venue, or people who hang out at this venue. (…) Uttara venues are 
controlled by some people, Gulshan venues controlled by other people, RCC and 
some other venues in Dhanmondi are dominated by the metal bands and the local 
musicians. 
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The recommendations of these local cultural intermediaries of the scene are 
important because they get a say in deciding whether a comparatively new band gets  to 
perform in a certain gig or gets a slot in a certain compilation album or not. This should not 
be confused with the ethos of alternative music authenticity of the West, where the 
musicians, fans, music critics and intermediaries – such as rock magazine journalists and 
editors, radio station and music television jockeys and editors etc. – effectively and 
debatably classify authentic alternative from corporate commercial music (Coyle & Dolan, 
1999; Keightley, 2001). Coyle and Dolan (1999) discuss the alternative authenticities of such 
bands such as Sex Pistols, Nirvana, Green Day and R.E.M and Keightley (2001, p. 131) 
defines authentic as that which labels music, musicians and musical experiences that are 
genuine, inspired and unadulterated by commercialism, trendiness and derivativeness. Even 
though non-commercial focus of their music is a factor, in the case of the Bangladeshi 
alternative music scene, the codes of inclusion or exclusion on the merit of authenticity is 
different.  The case of authenticity in this music scene has more in common with what 
Lawrence Grossberg (2002) identifies as a scene’s spatial rather than temporal aspects, 
where being authentic is equivalent to the level of commitment and investment of its 
members to particular local spaces (p. 50). He states this while discussing about the 
theorization of music scenes in the postmodern era, where live performances are an 
important pledge to the performance space; and social style, social relationships and 
allegiances of its members are more important than its musical content (Grossberg, 2002, p. 
50). Commitment to the local spaces and social relationships of its members, as well as 
maintaining practices of pro/am, part-time cultural production are somewhat important 
aspects of being a part of the alternative music scene of Bangladesh, but not extremely 
important because its members can transcend beyond this local scene connecting with 
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peers involved with other similar music scenes around the world.19 However, the 
philosophies followed by the influential Murubbis or Boro Bhais regarding which new bands 
would be allowed in, is more about limitation of resources than heavy handed policing 
related with authenticity.    
From the interviews of the participants and through my own field notes, I found that 
these limitations include lack of venues that allow the hosting of alternative concerts, high 
venue rents, political problems hampering regular shows with frequent occurrences of day 
long strikes called Hartals (Barta & Al-Mahmood, 2013; Smartraveller.gov.au, 2013), sound 
and logistics companies charging expensive fees, lack of money invested in these concerts as 
there are hardly any corporate sponsorship deals for this scene. As a result there are not 
enough underground gigs taking place in the past five years, compared to the late 1990s / 
early 2000s, and fewer shows mean more competition for performance slots and headliners 
being more demanding because they are the crowd pullers. The poor state of the local 
record labels and their lack of support towards this alternative scene mean that very few 
compilation albums are released from this scene, which again mean high competition for a 
spot in these records. In these constrained circumstances, it is logical that recommendations 
by the Murubbis or Boro Bhais are the difference between a band getting regular 
opportunities in the activities of this alternative music scene or not. Furthermore, as Amer, 
Kamran and Mostafiz explained, different areas of Dhaka city may have different sets of 
Murubbis, influencing and calling the shots in that particular regional front of this 
alternative music scene.  
Alisha and Ranjib also mention that Murubbis may often be people related with the 
local media. Many of the Bangaldeshi cable satellite TV channels and FM Radio stations 
                                                          
19
 Connecting with similar alternative translocal music scenes is focused on in Chapter 3 of this thesis.  
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broadcast live in-studio concerts, where the alternative bands often get a chance to 
perform. In these situations, producers, editors and presenters or jockeys of these programs 
get to call up alternative bands of their preference. Similarly, journalists and editors related 
with the youth and culture supplements of local English daily newspapers and music 
magazines often choose to focus on their fancied bands from this alternative music scene.    
Talking about the music industry, Bourdieu (1984, p. 325) specifically mentions that 
the media professionals often play the role of cultural intermediaries. Negus (2002) from his 
extensive study of the music industry in the UK in the 1980s through to the 1990s (Negus, 
1999), states that the coherent social class, family background and habitus, in other words, 
the common forms capital, of the influential intermediaries of the British music industry of 
the 1990s, played a significant role in shaping this industry during this time (Negus, 2002, 
pp. 511-512). Even though Negus’s detailed work discusses the impact of the coherent 
economic, cultural and social capital of the cultural intermediaries on the British popular 
music industry of the 1990s, these forms of capital of select media professionals of 
Bangladesh also allows them to judge who gets an opportunity to shine on mainstream 
media channels. This exposure in turn, helps the bands to increase their credentials in the 
local alternative music scene.  
This unique philosophy of the bands from the alternative music scene of Bangladesh 
is discussed in the next chapter, focusing on findings of this research which suggests that 
Western concepts of ‘selling out’ are not applicable here due to a number of local factors. 
Furthermore, even though commitment to the liberal spaces of the local scene is important 
to its members, they are also interested in moving beyond the scene – either by becoming 
mainstream or by connecting with similar styled translocal scenes around the globe.  
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Chapter 3: Crossing over – connecting in and beyond the local scene 
 
This Chapter focuses on maintaining local scene integrity as well as extending 
beyond it. I begin by examining the ethical dilemmas of ‘selling out’ and its relation with the 
Bangladeshi alternative music scene. Findings from this research suggest that the notion of 
‘selling out’, which is a part of the broader Western discourse of alternative rock, is not 
applicable in this local scene, because the participants share no moral anxiety regarding 
crossing over to the local mainstream music scene as long as aesthetic integrity remains 
uncompromised. The members of this scene are apparently more interested in maintaining 
relationships with translocal scenes around the world through the use of internet and social 
media sites, than crossing over to the local mainstream music scene. To justify these 
translocal connections, a couple of music videos of Bangladeshi metal bands are analyzed. 
Discourses of translocal music scenes involving around the world are discussed. Questions 
are raised regarding whether this local alternative music scene is a result of hybridization of 
international cultural products, or is it following translocal styles linking with peers of similar 
spatially removed music scenes.  
Selling out: Not an issue 
One of the key findings of this study is that the participants do not talk about ‘selling 
out’ as such, beyond the idea of becoming established in the scene. This Western concept of 
‘selling out’ is not fully expressed in this local scene and the participants explain a different 
understanding of this concept. Findings from studies of ‘indie’ and ‘underground’ scenes 
around World at varied times suggest that a key aspect of the ethos is that aesthetic 
autonomy and integrity should never be compromised by targeting mainstream or 
commercial success. In other words, monetary success is not the driving motivation behind 
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playing alternative music, examples of which include the anarcho-punk scene of the UK and 
UK in the 1970s (Gosling, 2004), the Riot Grrrl scene (Schilt, 2004) and the Grunge scene 
(Bell, 1998; Strong, 2011) of the US in the 1990s. These notions are reflected in the findings 
of this Bangladeshi alternative music scene where the participants use highly affective 
vocabulary about passion, freedom, recognition and accomplishment to describe the 
fundamental rewards of being involved in this scene, rather than financial gains.  
For example, Ranjib explains: “Because I like this scene. It is my business, but I don’t 
get any financial profit. I get symbolic profit, because I enjoy this.” Amer states: “For the 
love of music. I don’t get any monetary benefit for this. I just do it for recognition of my 
music.” Similar emotions are echoed by other participants, like Mahbub who states: “It’s 
just passion and love for music. For what I feel when I stand on stage and shout my lungs 
out”; for Alisha: “I enjoy playing drummers, I enjoy organizing shows, and because I love this 
scene”; for Ismail: “Massive fun and inner peace. I can’t imagine life without my music”; for 
Hasib: “For me it was a passion. Pure joy” and for Tariff: “Mental satisfaction and inner 
peace.”  
A sense of accomplishment, along with their passion for being a part of this 
alternative music scene, is also mentioned by some of the participants. For example, 
Nuruddin states:  
The sense of accomplishment for introducing so many new talented musicians to our 
music industry. Beside money, I have accomplished everything. I just organized a 4 
disc band mixed album called (…) consisting of 395 bands. I have organized most of 
the finances for this whole project from my own pocket. I am a servant of this music 
scene of Bangladesh. I will serve it as long as I live. 
  
 Similarly, Ridwan shares:  
If I can make someone’s day, someone’s month, someone’s minute, then I think it’s 
worth it. I don’t do this monetary value. I’m doing what I love, and to know that I 
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could actually contribute to this scene or to a young musician’s life in a big way, 
really gives me the kind of satisfaction which cannot be bought by money. 
 
And for Adil:  
My dream is that, when I’m dead, people will remember my music. The fathers will 
tell their kids about a band called Cryptic Fate, and they were awesome. The kids will 
say, oh my god, this kind music is so old. But later, they will try our songs, and 
actually like it a bit. Like what happened with me and Black Sabbath and Led Zepp. 
  
So, these findings suggest that the concepts of passion, aesthetic autonomy, artistic 
integrity, recognition and accomplishment prevail over commercial success in this 
Bangladeshi alternative music scene. Proclamations of authenticity distinguishing good and 
original music from pretentious or imitation trash are normal in broader discourses of rock 
culture, where ethical judgments about music “in relation to ideas about the workings of a 
capitalist system” represented by the mainstream music industry (Keightley, 2001, p. 111) 
are emphasized. In Western rock movements, accordingly, the issue of becoming 
commercially popular after originally being oppositional to the capitalist mainstream, is 
known to have been accused of selling out (Frith, 1984, 2004).  
Frith (1984), while discussing rock music in the 1960s in the US and UK, explains that 
rock ideologies of that time represented political and poetic significance, and a 
revolutionary community with inherent values of counterculture and sensibilities, where a 
sense of commitment and a desire to be immediately consumed were greatly emphasized 
(p. 60). However, according to Frith (1984), this ideology became a sales pitch where 
commitment to rock meant buying more records as soon as they were released, ironically 
feeding the corporate music industry and ultimately, culture was being transformed into 
commodity as “rock was tied inevitably to the process of commodity production (…)” (p. 61). 
This process of commodity production in relation to rock music is referred to as ‘selling 
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out’(Frith, 1984). In relation to rock music records, Buxton (1981) explains its transformation 
to a mass commodity status by emphasizing its association with symbolic value. According 
to Buxton (1981), just like Denim jeans is synonymous with relaxed, energetic and anti-
puritan youth, symbolic values of lifestyle and rebellion were ingrained with records of rock 
music, consumed by the blooming middleclass youth of the West in the 1960s who had 
disposable income (pp. 429-431). The transformation of rock records to a mass commodity 
and its resulting increase of sales numbers meant that alternative forms of music like rock n’ 
roll, punk or grunge were always eventually and inevitably co-opted by the corporate music 
industry throughout the discourses of popular music (Taylor, 2004). In some cases, 
according to Coyle and Dolan (1999), suspicion of show-biz hype also regularly dismantles 
authentic reputations of alternative artists. Talking about this dilemma in their own words,  
In the 1990s the ethics of indie integrity systematically catch new bands in what no 
doubt one day will be remembered as an impossible double bind. If they win big, sell 
lots of records, and make their music available to millions, they lose credibility in 
Coolsville; on the other hand, to maintain their alternative status – to lose 
commercially – means that ultimately the will never escape alterna-ghetto (Coyle & 
Dolan, 1999, pp. 19-20) 
 
Throughout the history of alternative music cultures in the West, many artists have 
arguably been known to have ironically sold out their artistic integrity and aesthetic 
authenticity after enjoying alternative or indie status to become a part of the capitalist 
regime towards which they were originally in opposition to (Coyle & Dolan, 1999, p. 31). The 
cases of The Sex Pistols and Nirvana come to mind.  
The Sex Pistols are legendary in the discourses of Punk. As Clark (2003) puts it, 
hailing from London in the mid-1970s, The Sex Pistols created moral panic driven by British 
tabloids, Members of Parliament and everyday folks alike, threatening everything Britain 
stands for including patriotism, class hierarchy, decency and good taste (p. 226). With their 
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popularity soaring in Britain, America and Canada, Punk came to the fore in music and 
political discussions with The Sex Pistols personifying this movement. Moore (2004), talking 
about this controversial punk band, states:  
In deliberate opposition to commercial rock music, the Sex Pistols’ Johnny Rotten 
defiantly “sang” in a working-class dialect, while the rest of the band flaunted their 
ineptitude as musicians, making noises that were louder, faster, and noisier than 
anything most audiences had heard previously. This antiaesthetic would be further 
developed by the dozens of British punk bands who emerged from the Sex Pistols’ 
shadow, including the Clash, the Damned, X-Ray Spex, the Buzzcocks, Wire, Gang of 
Four, the Slits, the Adverts, the Mekons, and so on (p. 312).   
 
It is true that The Sex Pistols’ anti-aesthetic ethos made them massively popular and 
influenced a plethora of punk bands in their aftermath. The controversy surrounding their 
music and attitude probably helped them sell two hundred thousand copies of their album 
God Save the Queen which was released in 1976 (Moore, 2004, p. 310). Their first tour of 
the US began in 1977 after the release of their first and only full length album Never Mind 
the Bollocks – Here’s the Sex Pistols (Moore, 2004) but by then they were accused of selling 
out due to their immense commercial success. This tour only lasted two weeks (Moore, 
2004, p. 315), and amidst great controversy, the band broke up in 1978 (Clark, 2003, p. 232).   
Nirvana came out from the Grunge scene in Seattle, Washington in 1988. According to 
Taylor (2004), they were just another grunge band when they released their first album 
Bleach in 1989. Seattle, at the time, had a booming alternative scene, with bands like 
Soundgarden and Pearl Jam also hailing from this locale. According to Taylor (2004), the 
difference between other bands local bands and Nirvana was that front-man Kurt Cobain 
had a personality and stage presence which was not one of a clichéd independent artist (p. 
167). Cobain initially tried to maintain a real link with the band’s fans, by writing songs 
which seemed genuine showcasing of a sensitive side, which he didn’t disguise (Taylor, 
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2004, p. 167). Nirvana’s popularity soon rose, with their third studio album Nevermind 
released in 1991, which went triple platinum, putting them on the cover of Rolling Stone 
magazine (Azzerad, 1992) and by then they were the face of the grunge movement and 
made the American underground take notice by everyone in the world (Taylor, 2004, p. 
168). In Azzerad’s (1992) own words, “For Nirvana, putting out their first major-label record 
was like getting into a new car. But the runaway success was like suddenly discovering that 
the car was a Ferrari and the accelerator pedal was Krazy Glued to the floorboard.” But all 
this commercial success took its toll on the band, as they spent the rest of their career trying 
to negotiate mainstream success with their own underground ethos, with the majority of 
Cobain’s songs being against ‘selling out’ in general, and everything culminated into the 
band being even more deified with the apparent suicide of Cobain in 1994 (Taylor, 2004, p. 
168).    
Therefore, coming back to the context of this research, it is rather odd for the 
Bangladeshi alternative music scene to be locally labeled as underground and not be 
involved with any moral code about selling out. However, the almost non-existent distress 
with selling out while maintaining an unique alternative ethos also makes more sense when 
the situations of the participants are comprehended in context. The concept of selling out is 
a dimension of a broader rock discourse of authenticity which stresses the originality of rock 
(or punk) against generic and formulaic kinds of music (Keightley, 2001). However the 
Bangladeshi alternative scene was only possible because of cover bands playing already-
existing international music. In the context of Bangladesh as a developing country, the 
newness of these music styles is much more significant. Integrity is the appropriate term 
here, used to describe the dichotomy of aesthetically creative and experimental work based 
on the reprocessing of imported cultural resources. Related with the already discussed 
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notions of ‘selling out’ and authenticity, the genuineness of rock comes from the long 
standing romantic critique of mass culture where original music is seen to embody the 
imaginary virtues which capitalist industrialization destroys and which is exemplified by 
mass music commodities (Hibbett, 2005, p. 14). The philosophies of resistance found in the 
Bangladeshi alternative music scene do not target industrial or corporate capitalism because 
these are not among the major problems in Bangladesh. Instead, as mentioned in Chapter 1, 
symbolic resistance and expression of frustrations focus on political unrest due to frequent 
changes of Government, widespread corruption in multiple bureaucratic levels, lack of 
infrastructural development, crippling inflation and occasional large-scale flooding and 
devastating cyclones. Therefore, it makes sense that the members of this scene do not resist 
“the machinations of late-capitalist culture” (Overell, 2010, p. 82) as evident in the 
Melbourne grindcore scene, or are fixated on a particular sector of avid capitalism such as 
the tourism sector in Bali (Baulch, 2003).  
According to the participants of this research, members of the Bangladeshi 
alternative scene repeat familiar underground and indie discourses about maintaining 
artistic integrity while shunning active attempts of intentionally selling out. The distinctive 
feature of this scene, however, is that while taking this view, the members of this scene 
don’t have any ethical problem with crossing over to the local mainstream music scene. 
They agree that the local underground scene can be used by some alternative artists as a 
platform, a stepping stone towards mainstream popularity. As Ranjib explains:  
(…)It’s like a hierarchy. (…) I think, the Mainstream scene is the top most tier, and the 
underground scene is the first step. (…) You have to come from the underground 
scene and then if you are successful, then you will slowly make your way up to the 
mainstream scene. 
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For Tariff:  
 
Basically this is more like a pipe line for main stream. You do well in Underground 
shows; you get chances in Underground based mixed albums. Than after couple of 
mixed album when you have a certain reach of audience you work for your album. 
Than to do well and perform with other Mainstream musicians.  
 
Hasib states:  
 
(…) this underground is becoming more like a platform for the new musicians, from 
where they can launch themselves in the mainstream scene if they choose to do so. 
This is a good thing. The underground scene is not as segregated as before. 
 
Zakaria adds:  
 
At present most of the bands start their career in underground music and when they 
gather experience after doing several gigs they make their own composition and 
come out. So at present we are getting new talents in mainstream scenes from 
underground scene. 
 
Alisha explains:  
All the bands that are doing well right now in Bangladesh, they were all underground 
at one point. Because before this niche crowd was very small, but it has grown a lot 
in the last 10 years and bands like Cryptic Fate and Artcell are really huge, even 
though they started from the underground scene. 
 
This alternative scene then, is a kind of nurturing podium for the new bands where 
their popularity is seen to be acceptable if it is a derivative of recognition for innovation.  As 
emphasized by some of the participants, when a band gets popular and more seasoned in 
the scene, they may decide to break in on to the mainstream music scene or remain in the 
alternative to just cater to their core audience. It is also evident in articles in the local music 
magazine Sonic (Aman, 2012), and youth supplement publication The Rising Stars (Kabir, 
2003), which suggests that Artcell, Black, Cryptic Fate, Aurthohin and Warfaze successfully 
transitioned beyond this alternative scene over to the mainstream scene. Jahangir notes 
that although they will lose some underground fans, it has been natural for many of the 
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underground bands from this alternative scene to gain broader validation and move to the 
mainstream:  
You take some of these amazing underground bands to the media, they would take 
them to the audience, that would create a demand for this sort of music and then 
you would bring more and more bands from the underground to the mainstream. 
Some bands have actually done this like Artcell, Black, Cryptic Fate, Shunno, 
Bohemian, Nemesis etc. they have all successfully made this transition. 
 
But apparently, sometimes bands don’t choose to cross over to the mainstream, it 
just happens due to the popularity of their music.  Taking the case of Artcell, Adil explains:  
Artcell is the greatest example. You see, Artcell has this magic melody in their songs 
(…) So if someone says Artcell got mainstream popularity because they play hard 
rock, that’s bullshit. They are a full fledge progressive rock/heavy metal band, and 
they became famous with that genre of music. It’s like the songs of Iron Maiden, it’s 
like Metallica’s Black album, there is just something in their songs that makes them 
very desirable to a bigger audience. That’s how the cross over happens. I don’t think 
they ever planned to cater to the bigger audience, but it just happened through their 
music. And that’s the greatest example of an underground band crossing over to the 
mainstream scene. This happens all over the world, and in Bangladesh, Artcell 
successfully came from the underground scene and became known throughout the 
metro cities of Bangladesh as one of the biggest bands of all time. 
 
Regarding this exemplary scenario, Amer adds:  
I don’t think they (Artcell) even dreamed that their songs would become such a hit to 
the mainstream audience. They created their metal songs for the underground 
crowd, but the mainstream crowd loved them as well. As a result, they became really 
huge both nationally and internationally. 
 
Therefore, according to the participants of this study, there is room for transition 
from alternative to mainstream audience recognition, as long as aesthetic integrity is not 
compromised. But the concept of ‘selling out’ is not a concern here, because in this local 
socio-economic milieu, mainstream artists don’t make ridiculous amounts of money through 
their music and choosing to remain alternative or transcending over to the mainstream 
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(either by choice or sheer popularity) is not related with financial gains which is 
contradictory with the already mentioned broader Western discourses of rock and popular 
music. Members of the Bangladeshi alternative music scene can only be involved with this 
scene if they have enough money from other sources, most commonly in the form of family 
wealth or full time careers in different fields. They are pro/am musicians so they don’t 
depend on their music for their livelihood. On the other hand, financial rewards of being a 
mainstream musician in Bangladesh are simply not that attractive or worth the inevitable 
loss of integrity when taken this route, as explained in Chapter 2 while discussing economic 
capital – because of the small local music market, which is disconnected with the global 
mass music market while being monopolized by Bollywood music from India, plagued by 
piracy with the advent of internet, and disregard for copyright and artist royalty by the local 
media and record labels. Therefore, during this developmental and transitional stage that 
the local record labels are going through, the newer alternative artists from the scene 
choose to share their music online for free, via Facebook and other social networking sites, 
and are more concerned with connecting with their peers in other translocal scenes around 
the world.  
From Local to Translocal  
It is important to understand that the participants of this research agree that 
potential crossing over to the mainstream scene of alternative music artists are not ruining 
this underground scene. Bands from this scene used to do a lot more cover songs before the 
release of Chcharpotro. From 2000 onwards, however, they started doing a lot more 
originals, although their music still remained heavily influenced by international music. Since 
the scene revolved around international genres, its existence understandably depended on 
English language capabilities developed at English-medium schools where the pioneers of 
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this scene were educated. But it is important to note that the development of a local 
audience through Bengali was dependent on the ability of the artists to switch between 
English and Bengali. Back till the early 2000s, English was the dominant language in the 
emerging underground scene. This also provided an easily distinguishable boundary line 
with the mainstream scene, where the dominant language was obviously Bengali. After the 
release of Chcharpotro and other similar albums by the mid-2000s, even though their music 
still remained very Western influenced and very different from the music compositions and 
genres of the mainstream scene, the majority of the bands started writing in Bengali. 
A more contemporary trend in the scene nowadays, deals with the fact that majority 
of the local alternative scene bands write their own songs in English because they want to 
distribute their music through foreign channels. The participants agreed that this new 
direction depends on the bands, their genres and their beliefs about which artistic trajectory 
they want to take.  Mainstream artists, on the other hand, neither have the choice nor the 
linguistic ability to interchange between languages in this way. They have to sing in Bengali 
and abide by lyrical themes so that they remain relatable to the mass audience. 
When asked about the future of this alternative music scene, majority of the 
participants of this research signified towards a bright future. According to these 
participants, this rather optimistic view is linked to the new possibilities of the internet 
which not only provides a virtual hub for the local scene, but also a new kind of translocal 
dimension which is not confined to the consumption and recreation of international music 
styles but involves sharing the music of the local alternative music scene artists with 
regional and global scenes, while simultaneously maintaining the local space through 
pro/am, part-time cultural production. As Mostafiz shares: 
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We want to make quality music and maybe connect with the international globalized 
scene at some point. (…) Some bands and musicians already have some connections 
with the international scene – bands like Powersurge, Mechanix and Rafa. Language 
is a barrier, so they have to record in English. The future can be bright for this scene 
for sure (…) 
 
Ismail reiterates this sentiment, stating:  
Right now, I think there is a very bright future. Something huge is happening at the 
moment. (…) Internet and social media are bringing the global alternative scenes 
together and we are communicating with each other seamlessly. I think this scene 
has a chance to go international.   
 
Ranjib explains:  
Technology is really taking us forward. Future is bright. Maybe we will all go 
international one day. In 10 years, there might be a few bands who will regularly play 
globally. The global scene will have some underground bands from Bangladesh. If 
one band does it, then it will open the door and many more bands can follow and 
international record labels and merchandising companies will come down to 
Bangladesh as well. Music has to be written in English to get the exposure and then I 
think it would go forward. 
Finally, Mahbub adds “Future is bright. Maybe we will all go international one day. It 
just might happen soon. I want the UG bands of my country to perform on the international 
stage, at Oz Fest or Download Fest.” So this positive attitude towards the future of this 
Bangladeshi alternative scene is about transcending its local boundaries and connecting 
with translocal scenes around the world, participating in international discourses of 
alternative music and connecting with global audiences.  
Bennett and Peterson (2004) define translocal music scene as a local scene based on 
a particular kind of music but also connected with groups of similar minded people or other 
similar local scenes in distant places (pp. 8 – 9). These spatially removed scenes interact with 
each other through the exchange of recordings, bands, fans and fanzines (Bennett & 
Peterson, 2004, p. 8). Dealing specifically with the case of heavy metal translocal scenes, 
Weinstein (2011) suggests that their fans and artists connect with each other through: (a) 
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magazines and ‘zines, like the UK based Kerrang! in the early 1980s, followed by similar 
magazines like R.I.P (based in the US), Hard Rock (France), Metallion (Canada), Heavy Rock 
(Spain), Livewire (Germany), Morbid (Norway), Revenge (Brazil), Madhouse (Argentina), 
F.E.T.U (Japan) and Grim Death (New Zealand), all of which played a role in strengthening 
their ties through the pen-pal section which lead to the exchange of letters and tapes; (b) 
recorded music, specifically through indie labels like the UK based Music for Nations and US 
based metal, both of which originated in the early 1980s, even though classical metal bands 
were usually signed up with Major record labels from the US or Western Europe; (c) 
electronic media, like specialized college radio stations in the US, non-commercial local 
radio stations in the US and some parts of Europe, and niche audience oriented programs in 
music channels in Latin America, Europe, Asia and the US; (d) the internet, which is by far 
the most preferred medium for the scene members because of its global reach, low cost and 
excellent specialization using band websites, fan sites, blogs, e-magazines, music and video 
sharing capabilities and social media sites; (e) local bands, which includes booking 
international gigs for local artists transcending between scenes and finally (f) through tours 
and festivals organized all over the world, which is an important part of heavy metal culture 
and mobilization (pp. 43 – 53). Kahn-Harris (2007), while doing extensive research on the 
extreme metal scenes in Israel, Sweden and UK in the 1990s to early 2000s, found that these 
scenes were translocal since their origins, with their members engaged via networks of 
letter writing, tape trading, recordings from indie labels and fanzines, and moreover, the 
majority of the bands responsible for the development of these translocal scenes, were 
based outside the core Anglophone countries and instead came from diverse places like 
Chile, Malaysia and Israel (Kahn-Harris, 2000, p. 14).  
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Other examples of translocal scenes include the Riot Grrrl scene originating from 
Olympia and Washington D.C. in the US around the early 1990s, where recordings from 
small record labels and scene-member produced zines travelled beyond the local cities to 
Riot Grrrl enthusiasts in various places through the scene’s emerging networks of fans 
(Schilt, 2004, p. 115). According to Schilt (2004), zines played a crucial role in the translocal 
development of the Riot Grrrl scene, inspired from the original punk zines in the 1970s 
which usually included band reviews, show reviews and personal rants unmarred by 
corporate structure or censorship. The riot grrls appropriated their scene specific zines as a 
forum to discuss, amongst other relevant issues, sexism and problematization of the 
treatment of women in the punk scene (Schilt, 2004, p. 117). Hodkinson (2004) explains the 
translocal identities of Goth scenes in different parts of the UK, who interact with each 
other through their travels, which include going to goth gigs, clubs, festivals and shops 
outside their localities; through commerce, which include purchasing distinctive and 
specialized forms of music, clothes and accessories associated with goth from a variety of 
online and on-site stalls and stores; and through media, which include specialized fanzines, 
flyers, websites and discussion groups (pp. 138 – 143). Gosling (2004) explains that anarcho-
punk movement from the US and UK, were also translocal scenes, which took its DIY ethic 
very seriously where its members played an active role in its mobilization through the 
distribution and sale of records, small-scale marketing and publication and distribution of 
fanzines via their dedicated networks (pp. 168 – 173). Further examples of scenes with 
translocal characteristics include Kruse’s (1993) study of alternative rock of the 1980s, 
where college music scenes comprising of musicians, fans, college radio jockeys and music 
directors transcended local borders of their towns to reach different parts of America and 
Britain (p. 34); and Laing’s (1997) study of the contemporary European dance-music culture 
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where connections through similar tastes and like-mindedness across national and 
continental borders are equally as important as being a part of specific dance club 
community (pp. 129 – 130).  
The desire to connect with translocal music scenes across the world, in case of the 
Bangladeshi alternative music scene, is heavily based on the internet. This contemporary 
trend is related with the recent improved accessibility of internet in Bangladesh. Access to 
internet for the people of Bangladesh arrived comparatively recently, starting in 1993 with 
the UUCP (Unix-to-Unix copy) email connectivity by Pradesta Ltd., and IP (Internet Protocol) 
connectivity was achieved in 1996 (Roknuzzaman, 2006). On June 6, 1996 the Government 
commissioned Very Small Aperture Terminal (VSAT) base data circuit and Bangladesh 
Telegraph and Telephone Board (BTTB) granted licenses to the two pioneering Internet 
Service Providers (ISPs) of the country, namely Information Services Network (ISN) and 
Grameen Cybernet, who made access to internet available for the general people (Azad & 
Islam, 1997; Azam, 2007). But the internet sector of Bangladesh witnessed massive growth 
from 1997 onwards according to Azam (2007), and in 2007, housed 146 registered ISPs 
providing for 80, 000 clients (p. 45). Further developments include the availability of Wimax 
technologies in Dhaka from 2012 onwards, which provides higher speeds and improved 
mobility (BDTechie, 2012; Quader, 2013).  
Majority of the participants of this research share highly affective views associated 
with the importance of the internet, especially regarding social network, music and music 
video sharing sites, for the mobilization of this local scene beyond local boundaries and for 
two-way interactions with similar translocal scenes. These perspectives are appropriately 
summarized by the following accounts of the participants. Mahbub states: “Internet is all we 
have. That is our lifeline. Without this, there would be no underground scene.” Amer 
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concurs by stating: “Underground scene would be dead without the internet.” For Ranjib: “I 
can contact foreign bands, foreign labels all through the internet. Access is a lot more now. 
Indian bands are releasing songs in our albums. Our bands are releasing albums in India, 
Thailand, France etc.” On this similar notion of achieving translocal connections with 
underground peers from elsewhere, Tariff adds:   
They way digital music is growing all it needs is a good song for you. If you have a 
good song you don’t need any help from any one. People will look for you. That will 
be only possible through Facebook, youtube, reverbnation etc sites. 
 
 This desire expressed by the participants of this research to achieve two-way 
communication and cultural exchanges with translocal scenes around the world includes 
sharing their own music and contributing to the growing discourse of translocal alternative 
rock scenes. Kamran, Mahbub, Mostafiz, Ranjib, Tariff and Ismail share that it is possible for 
the Bangladeshi alternative music scene’s artists, to successfully interact with international 
underground music scenes, as long as their songs constitute of English lyrics, great 
compositions and good production quality. Kamran states, “We are composing some English 
songs with my metal band (…) because we are trying to promote our music internationally.” 
Mahbub concurs by stating:  
English is the dominant language in the scene. There are bands who are not only 
doing covers in English but are also writing original songs in this language, because 
they are thinking to promote their music more globally. (…) Maybe we will all go 
international one day. It just might happen soon. I want the underground bands of 
my country to perform on the international stage, at Oz Fest or Download Fest. If 
one band does it, then it will open the door and many more bands can follow and 
international record labels and merchandising companies will come down to 
Bangladesh as well. (…) Severe Dementia did something incredible. From their 
underground scene roots in Bangladesh, they slowly expanded to the international 
underground scene, when they performed in India, Thailand and Nepal. 
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For Mostafiz:  
We want to make quality music and maybe connect with the international globalized 
scene at some point. We need the support of each other and the guidance of senior 
musicians. Some bands and musicians already have some connections with the 
international scene – bands like Powersurge, Mechanix and Rafa. Language is a 
barrier, so they have to record in English. 
 
Ranjib explains:  
This band Orator (…) well they were truly underground. They are a Bangladeshi band 
whose album got released from an US label and we didn’t even know about them 
until recently. (…) In 10 years, there might be a few bands who will regularly play 
globally. The global scene will have some UG bands from Bangladesh. English is the 
dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking 
to promote their music more globally. 
 
Tariff states:  
But recently we are also working with English lyrics because we are trying to reach 
the global boundary. For that language is a factor. (…) Bands are highly potential and 
determine. The quality of the music is international. All it need it proper 
cooperation, respect, motivation and value to the artwork. We are not far away from 
reaching international. 
 
Finally, Ismail explains: 
Also, nowadays a lot bands make music for the international scene. My band for 
example, if we have two fans in Dhaka, we have two in Kuala Lumpur, two in Delhi, 
two in Bangkok. They are keener to listening to a new sound from a different 
country. If our music industry grows, I think we have a huge chance of taking our 
alternative scene to the globalized scenes. (…) Internet and social media are bringing 
the global alternative scenes together and we are communicating with each other 
seamlessly. I think this scene has a chance to go international. All over the place. We 
even played in India and Malaysia. 
 
Therefore, Bangladeshi alternative scene bands such as Severe Dementia and Orator 
have released albums with foreign underground labels, and along with them, bands like 
Powersurge and Mechanix have performed in underground concerts in other Asian 
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countries. Synchronicity of this kind is only possible in Bangladesh now, due to the urban 
middle class youth’s access to the Internet especially social network sites (like Facebook and 
Youtube), and of course accessibility to cable television and availability of pirated foreign 
music in local stores. In the 1980s and 1990s there was a certain lag between the kinds of 
music performed by the cover bands of the local alternative scene the kinds of music 
popular all over the world. For example, in the 1990s, some of these bands from would 
cover Deep Purple/Led Zeppelin/Scorpions/Iron Maiden, etc. and due to lack of accessibility 
there was arguably a lag of about 10 years. Flash forward to now, the internet stands as the 
basis of the participant’s optimism about the future. This is because the internet facilitates 
real-time connection and a sense of being contemporaries with peers in other places, as 
suggested by the above accounts from the participants. Also, the participants recognize that 
the internet makes piracy easier, especially in a country without major download services 
for legal paid musical content. Jahangir best explains this by stating, “Over here, you get 
downloads for free. And no one is complaining. We don’t have the proper legal systems at 
work, protecting the copy rights of artists.” Adil concurs “I think piracy is a way of life. 
(Laughs)”, while also mentioning that internet music piracy is one of the key reasons for the 
career demise of many professional musicians. However, it is important to note that the 
majority of the people involved with the Bangladeshi alternative music scene do not depend 
on income from music careers to live anyway.  
Affirming to this logic, new opportunities for distributing music over the Internet 
means that at least there is no financial or geographical limitations on the music produced 
from this local alternative scene, in an environment where significant lucrative gains is 
unlikely. According to the participants, the internet is the only medium dedicated to this 
scene which allows the promotion and distribution of its music that would otherwise 
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require significant financial investment and labour. To achieve promotion and recognition, 
interacting with peers of other alternative music scenes around the world while contributing 
to the growing discourse of cultural exchanges between spatially removed translocal music 
scenes, some bands from the Bangladeshi alternative music scene invest money to create 
international quality music videos to be distributed via Facebook and Youtube. To serve as 
examples, I chose to look at two music videos: Powersurge’s “Agnisnan” (Powersurge, 2012) 
and Mechanix’s “Enemy Within” (Mechanix, 2013). Following are brief descriptions of both.  
“Agnisnan” (Powersurge, 2012) opens with a mob carrying fire torches chasing down 
a group of guys. This music video constitutes of two sequences running over the whole 
music video, one with a mob chasing down a group of guys through the narrow alleyways of 
Dhaka city, and the other of a dimly lit small closed space live set where the band is 
performing. The music video alternately cuts from one themed sequence to the other. The 
mob chasing sequence shows frantic running, where the group getting chased gets almost 
cornered at an intersection, but escapes again by choosing an alternate route. While 
running, one of the members of the group falls into a ditch of mud on the road. Another 
member of the group quickly helps him up and they continue to run until they are back 
against a wall, with nowhere to go. At this time, it is revealed that the group being chased 
are the four members of the band Powersurge. On the live set sequence, Powersurge is 
head-banging aggressively in unison, with fast paced drum beats and guitar riffs. Their 
Guitarist has a sticker of Manowar on his guitar, while the drummer sporting a t-shirt which 
says Fuck you Murdoch, and wearing a biohazard helmet covering his face completely. The 
Vocalist’s microphone stand is covered in barbed wire. There is a light frame structure over 
and on the sides of the band’s live set in the closed space. This frame lights up into flames 
every time the song goes into its chorus. On the mob chasing sequence where the band is 
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finally cornered, the guitarist of the band steps forward and starts beating down on one of 
the members of the mob, followed by the rest of the band members fighting other 
members of this mob. In the last scene, the band members are seen to walk away leaving 
behind them a pile of bodies lying on the road.  
The opening sequence of “Enemy within” (Mechanix, 2013) shows the band’s 
guitarist shoving a guy down on to the floor, and pulling a gun on him, as the guy on the 
floor crosses his arms together in front of his face taking a defensive stance. The next 
sequence shows the band in a live set, playing in a small confined space with blue tube lights 
hanging from the ceiling, surrounding the set. On the other sequence, the guitarist puts 
down the gun as the Vocalist of the band stands opposite to him, screaming the first few 
lines of the song. As the guitarist with the gun is about to pull the trigger again, a little girl 
dressed in all whites with an angelic aura surrounding her appears and holds his hand down, 
gesturing not to pull the trigger and to put the gun down. At the same time, the camera 
reveals another similar small girl dressed in all black, surrounded by a dark and evil aura, is 
also holding his hand. Then a young woman, all in black, appears in front of him, with black 
tentacles coming out from the ground beneath her like roots and similar tentacles are 
coming out of her body, engulfing him slowly. This sequence is followed by the guitarist 
playing a guitar solo in the live band set shot, while all the members head bang in unison. 
Back to the sequence where he is holding the gun, a small dark octopus like creature is 
venturing in the shadows around him. The sequence cuts back to the band where black 
tentacles surround the live set, but then start receding as the second guitar solo kicks in. In 
the final sequence, the band members are all wearing white and standing in a road where 
the backdrop portrays a destroyed city. The little angelic girl approaches the guitarist and 
grows up into a young woman, also dressed in white, holding out her hand to touch his face. 
   119 
 
The last scene shows the guitarist with the gun, putting down his gun, not shooting and 
instead walking away from the guy on the floor.  
These two music videos portray flames, dark small spaces, the band head banging in 
ritualistic styles, connotations of good and evil amongst other things, following standard 
visual codes of heavy metal videos (Walser, 1993; Weinstein, 1991, 2000). The visual styles 
have some characteristics in common with Walser’s (1993) in-depth analysis of heavy metal 
music videos produced in the US and UK in the 1980s. For example, both the videos include 
sequences of the band performing in a live set (Walser, 1993, p. 114) and both of them 
portray action and violence (Walser, 1993, p. 112), i.e., Powersurge engaging with the mob 
in hand-to-hand combat and the guitarist of Mechanix holding a gun to a person. 
“Agnisnan” also emphasize male bonding (Walser, 1993, p. 116) i.e., Powersurge sticking 
together as a group fighting off the mob. While no females are seen in the whole music 
video of Powersurge, the portrayal of a little girl and young lady “Enemy within” is more 
fantastical and mysterious (Walser, 1993, pp. 116, 119) reinforcing the norm that heavy 
metal videos usually showcase dominance of masculinity (Walser, 1993). Interesting things 
to note is that Mechanix’s song is sung in English, so that it is easily relatable with metal 
audiences around the world and further evidence to this desire for global recognition is 
found by the fact that is song available in iTunes and Google Play, shown as links in their 
youtube video URL.  
So it seems that online opportunities and transnational possibilities of this local 
scene act as an outlet through which its integrity can be maintained, just as it is possible for 
artists to become popular in Bangladesh without being considered as ‘sell-outs’ as long as 
their musical aesthetics remains uncompromised. The Internet allows an extension of the 
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scene via a connection with like-minded peers working in similar experimental creative and 
liberal spaces elsewhere.  
A question of Hybridization 
Questions of hybridization and creating an ingenious form of Bangladeshi rock 
signifies a key difference between the Bangladeshi versions of alternative rock and 
mainstream rock, the latter being also Western influenced. Bangladeshi mainstream rock—
practised by artists like Ayub Bacchu (from LRB), James (from Nagar Baul), Hasan (from Ark), 
Souls, Feedback, Fuad, and Bappa (from Dal Chut)— is more clearly a cultural hybrid, an 
indigenized or localized form where the music, tonality, composition, arrangements and 
song structures are a fusion of English and Bengali song traditions, with the lyrics in Bengali. 
Some Bangladeshi mainstream artists are also known to re-write lyrics and improvise music 
arrangements of popular English songs into local Bengali styles. Similarities to this can be 
drawn with the canto-pop club and electronic music scene in Hong Kong, where local DJs re-
write lyrics of popular tracks into local languages and dialects (Chew, 2010, pp. 143, 148) to 
form an unique instance of cultural hybridization. For example, Bhule gechi kobe (Ark, 2008) 
by the mainstream rock band Ark (where the front man is Hasan)  which is a Bengali version 
of Starship’s Nothings gonna stop us now (Starship, 1987). This kind of localized cover 
version of a foreign song is rare in the Bangladeshi mainstream rock music scene, but 
localized or hybridized music styles appropriated from American or European music 
traditions is one of its hallmark characteristics. This process of appropriating global cultural 
forms into localized versions creating new indigenized cultural products which is a fusion of 
different cultural traditions is related to the broad discourses of cultural hybridization.  
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However, this much discussed concept has its criticisms and many scholars argue 
that these related discourses necessitate closer empirical consideration and there is room 
for maintenance and revisions. For example, Kraidy (2002) states that cultural hybridity 
should move beyond the paradigms of globalization and cultural imperialism. He proposes 
that Intercultural and International Communication theory frameworks should be applied in 
order to further the discourse of cultural hybridity. While analyzing a serious of articles on 
“American popular culture abroad” published in the Washington Post in 1998, he states:  
A merely descriptive use of hybridity creates two quandaries, one ontological and 
the other political. Ontologically, whereas a descriptive approach sees hybridity as a 
clear product of, say, global and local interactions, I believe that hybridity needs to 
be understood as a communicative practice constitutive of, and constituted by, 
sociopolitical and economic arrangements. Understanding hybridity as a practice 
marks the recognition that transcultural relations are complex, processual, and 
dynamic. In addition to failing to grasp the ontological complexity of cultural 
interactions, a merely descriptive use of hybridity also poses the risk of undermining 
the political potential that hybridity might or might not have. Politically, a critical 
hybridity theory considers hybridity as a space where intercultural and international 
communication practices are continuously negotiated in interactions of differential 
power. References to cultural mixture as resistance to domination have appeared in 
writings critical of cultural imperialism as an international communication paradigm. 
However, some scholars have warned that hybridity and domination are not 
mutually exclusive. Concomitantly, if hybridity consists merely of observing, 
cataloguing, and celebrating multicultural mixture, the inequality that often 
characterizes these mixtures is glossed over. (Kraidy, 2002, pp. 317-318) 
 
Through his textual analysis, Kraidy (2002) proposes an articulation of hybridity and 
power by an ‘intercontextual’20 theory of hybridity. Kraidy (2002) proposes this framework 
which explains transnational cultural dynamics by articulating hybridity and hegemony in a 
global context. In his own words  
An intercontextual theory of hybridity emphasizes how processes of creating 
consent and coordinating interests in a moving equilibrium underscore 
manifestations and deployments of hybridity. In the context of international and 
intercultural communication, an intercontextual theory of hybridity focuses on the 
mutually constitutive interplay and overlap of cultural, economic, and political forces 
                                                          
20
 Term borrowed from Appadurai (1996). 
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in international communication processes. Perhaps more importantly, an 
intercontextual theory of hybridity would examine the relationship between 
structure and agency as a dialectical articulation whose results are not preordained. 
(Kraidy, 2002, p. 333) 
 
 Similar to Kraidy’s (2002) concept of intercontextual hybridity, Massey (1998), while 
conducting her research on the local youth culture of the Yucatec Maya in Mexico in the 
mid-1990s, argues that local cultures, related with music amongst other cultural products, 
are a product of interaction – international influences constantly being reinvented with local 
variations, exemplified via a number of ways where cultures of geographically diverse 
spaces tends to interconnect and fuse together forming different types of hybrid cultures 
(pp. 122 – 123). She talks about T-shirts and baseball caps with English slogans or Western 
logos, trainers, coca cola cans etc. which can be found amongst the youth of a small mid-
Western town in America, in Redditch, England or Tokyo, Japan but all of them have 
different interpretations of local specificity related with discourses of international cultural 
products fused with local traditions (Massey, 1998, p. 122). While arguing that youth 
cultures leap geographical scales in search of influences and references to tap into (p. 123), 
Massey (1998) argues that hybridity is probably a condition of all cultures, not specific to the 
youth (p. 124), and that there are issues of power in these discourses of cultural 
hybridization where connections between one spatially removed culture to another is 
hardly neutral (p. 125), similar to what Kraidy (2002) refers to as hegemony in a global 
context. In Massey’s own words:  
(…) they reflect in their form and their direction geographical differences (uneven 
development) in cultural influence, fashion, economic power, spatial structure of the 
media industry, the traces of migrations perhaps centuries ago, trade routes, the 
access to ownership of computers, the dominance of Hollywood – and a host of 
other phenomena. (Massey, 1998, p. 125)   
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Power relations in the interconnecting pipelines of cultural hybridity is evident by 
the Western influences of rock in both the alternative and mainstream music scenes, 
specifically due to the already mentioned access to pirated foreign music, cable television 
and internet amongst other things. The important issue here is that, while the alternative 
scene is more about participating in international music genres and styles in order to 
connect to peers in translocal scenes elsewhere, the mainstream rock scene is about 
appropriating and fusing international musical influences into local musical styles creating 
an indigenized form of Bangladeshi rock articulating Bangladeshi sentiments and culture. 
Discussing hybridity in Chinese popular music, Dujunco (2002) states that “the juxtaposition 
and mixing of different musical styles, performance in a language or with instruments other 
than the ones typically associated with the style of music performed (…” (p. 27) amongst 
other things, characterizes modern popular music which he argues is “(…) part of a 
continuous cycle of hybridization” (p. 27). Therefore, mainstream Bangladeshi rock is 
written with Bengali lyrics and sentiments, where mainstream artists like James, Bappa, 
Fuad, Maqsood and Ayub Bacchu are known to use traditional Bangladeshi instruments, like 
the Dhol, Ektara, Do-tara, Bengali flute etc. in their Western influenced compositions and 
musical arrangements.  
Shim (2006) uses the theoretical frameworks of cultural hybridity proposed by Kraidy 
(2002, 2005) and Bhabha (1994, 1996), to explain the Korean Wave phenomenon in the 
context of international communication, including music, television shows and movies as to 
“how Koreans appropriate global popular cultural forms to express their local sentiment and 
culture” (p. 27) and “(…) inscribe everyday meaning into them” (p. 27). Parks (2002), while 
doing an extensive study of the Gender representations and interpretations of specifically 
Asian female performers as depicted in music videos broadcasted in MTV Asia and Channel 
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V of the Star TV network in the 1990s, states that these pan-Asian music channels 
disseminated hybridized music via music videos which could be considered as global cultural 
products that incorporated local cultural sensibilities and this kind of a transnational 
marketing strategy is called ‘Glocalization’ (Parks, 2002, p. 217). ‘Glocalized’ or localized 
versions of international music styles can be found in the music of various artists around 
Asia, in the realms of hip-hop and metal scenes.  
The Japanese hip-hop scene developed from a dance fad in Yoyogi Park, Tokyo in the 
1980s and evolved into a thriving local hip hop scene with both commercial and 
underground variations (Mitchell, 2002, p. 22). According to Condry (2002), who performed 
extensive ethnographic research in Tokyo clubs and studios in between 1995 and 1997 (p. 
232), explains that various styles of ‘J-rap’ developed throughout the 1990s and that certain 
clubs were the important sites for the development of this hip hop scene (p. 234). Condry 
(2002) argues that, even though rapping in Japanese language was initially a difficulty faced 
by the pioneers of the scene, along with tensions between real and authentic versus party 
or rap lite versions of Japanese rap, local artists like Scha Dara Parr, Rhymester, DJ Krush, 
Gaku and Cake-K managed to bridge the gap between these versions (pp. 237-238), 
appropriating the Japanese dichotomy between pop music heaven and school-and-exam 
hell faced by the Japanese youth, who grew up in local conditions which included the 
postwar economic miracle, while facing the reducing job market after the economy boom of 
the 1980s, who used Japanese hip-hop to imagine a new Japan (pp. 238-244).     
According to Morelli (2002), who examines the reception of US rap music in Korea 
along with the social/cultural contexts which gave birth to Korean rap and hip-hop, states 
that since its inception in the 1990s, rap has been extremely popular among the ever-
growing audience of Korean youth (p. 249). Originally associated with break dancing, pop 
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and disco, codes of African American rap and hip-hop styles has been appropriated and 
incorporated into Korean culture through fashion, dance, gestures along with rapping and 
singing in Korean (Morelli, 2002, p. 253). ‘K hip-hop’ is also the site for implications of local 
youth resistance through its lyrics and music, as personified by artists such as Seo Taiji and 
the Boys, and Morelli (2002) argues that this is so, because of the dynamics of indigenization 
of foreign music styles as well as the challenge K hip-hop provides to Korean social 
characteristics and the established musical order in Korean society (pp. 250 – 255).   
Weinstein (2011) explains that although English tends to be the lingua franca of the 
older metal scenes originating in the Anglophone countries, with uniformities in sound, 
themes, visuals and language, the newer non-Western metal scenes tends towards a more 
‘glocalized’ model (p. 54) “(…) in which the broadly diffused style is combined with elements 
of  a local groups pre-modern culture, such as melodic approaches and scalar materials, 
musical instruments, allusions to glorious ethnic myths, and the indigenous language” (p. 
55). The following examples are chosen to serve as examples of this kind of hybridized metal 
scenes in Asia, some of which has already been discussed in this thesis.  
Ella, a Malaysian female metal artist from the 1990s, successfully appropriated the 
metal genre and style for the local audience using meaningful lyrics in Malay and 
incorporating Malaysian aesthetics to her compositions (E. C. Thompson, 2002). Wong 
(2011) explains how the Chinese metal band Tang Dynasty incorporates ancient Chinese 
values, music instruments such as qin and zheng zithers, and East Asian pentatonicism in 
their compositions. Kawano and Hosokawa (2011) explain how the local metal artists 
appropriate Japanese aesthetics and traditional Japanese notions of stylistic purity into this 
genre to broaden its generic limits and create their own distinctive form of metal. Greene 
(2011) explains that some of the Nepali metal artists started to write their lyrics in their local 
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language of Nepalese from 1999 onwards (p. 116). Wallach (2005a) discusses how the 
Indonesian metal band Eternal Madness uses the traditional Balinese musical instrument 
gamelan in their compositions (pp. 148 – 151) and how local metal bands in Malaysia, 
Indonesia and Singapore write their lyrics in Malay, which are understood by the 
Indonesians because of the similarity of language, and by the Malaysian diaspora in 
Singapore, and are extremely popular with the youths from these countries (Wallach, 2011) 
because they all encounter similar situations such as “facing massive political, social and 
economic dislocations to rebel against conservative and reified traditional cultures, 
compulsory religiosity and government restrictions of free expression” (Wallach, 2011, p. 
89).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                     
O'Connor (2004), however, provides a critique of the above discussed notions of 
cultural hybridization of music, arguing that using generalizing concepts of flows of people, 
media and ideas around the world are too simplistic to theorize it. Instead, he believes that 
detailed descriptions of the local contexts, people, sounds and organizations are vital. Based 
on his extensive ethnographic research, O'Connor (2004) describes four different punk 
scenes in four different cities of the US and Canada, namely, Washington, D.C, Austin, Texas, 
Toronto, Ontario and Mexico City, which should not be understood as simple cases of 
cultural hybridization because they are quite different from each other due to numerous 
local factors, such as social geography of each city, the number of committed scene 
members actively participating in the struggle to keep it alive, access to different set of 
resources and availability of places for bands to perform, housing and records stores (p. 
233).  
Coming back to the evident translocalism associated with the Bangladeshi 
alternative music scene, which now extends to playing for non-Bangladeshi audiences, 
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advocates that the contemporary predisposition is more towards transgressing local cultural 
boundaries and interacting with translocal scenes around the world, not creating 
indigenized versions of Western genres, which is more a characteristic of Mainstream 
Bangladeshi rock. A closer look at the dynamics of this alternative music scene provides one 
explanation this phenomenon.  
According to the participants of this research, social networks, international 
connections and sharing of music via online social network sites such as Facebook and 
Youtube, form the impetus behind the desire for the contemporary members of 
Bangladeshi alternative music scene to transgress local cultural boundaries and explore 
translocal pastures. As discussed earlier, the ethos of alternative music scene of Bangladesh 
combines social and aesthetic rebellion. This aesthetic rebellion mainly focuses on 
repudiating the local mainstream music genres and styles. Since distinction with this 
mainstream scene is important, transcending local boundaries and connecting with global 
audiences by participating in international genres of music and singing in English, provides 
an opportunity for repudiating the local mainstream music scene, where the language used 
is Bengali and comprises of genres such as local traditional Bangladeshi genres as well as 
pop and rock. The internet is the ultimate liberal and creative space because there is 
minimum censorship present here, as well as no market expectations. Being pro/am, the 
contemporary alternative musicians of this Bangladeshi scene usually distribute their music 
over the internet for free. So this is the perfect place for demonstrating aesthetic autonomy 
through experimentation and social rebellion via expressions of symbolic resistance through 
their music21.  
                                                          
21
 As discussed in details in Chapter 1. 
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Furthermore, the fantasy worlds of metal provide an appropriate context through 
which frustrations and aggressions can be satisfactorily expressed. The bright future of this 
alternative scene, as explained by the participants of this research, is associated with its 
members’ desires to transcend local boundaries and connect with global audiences. Linking 
with these audiences, brought together by their love of metal, may be a form of escapism 
and coping mechanism implemented by the contemporary members of this scene, facing 
familiar age-old problems of political unrest, widespread corruption, social injustice, poor 
everyday safety and security conditions, lack of infrastructural developments, crippling 
inflation and frequent natural disasters.  
 
  
   129 
 
Conclusion 
 
The main focus of this thesis is to understand the unique social, cultural and 
economic resources that afford participation in the alternative music scene of Bangladesh, 
and how accessibility to these resources played a role in its conception and continue to 
mobilize its existence in its contemporary form. Do Western theoretical models regarding 
alternative rock, subcultures and scenes which were largely developed in Western 
Anglophone countries, fully explain the Bangladeshi alternative music scene? Or are local 
contextual factors of paramount significance? Both are equally important.    
The middle class population of this region has a history of rebellion through art 
forms starting from non-violent protests against the colonial British Empire, as well as 
against the Government of West Pakistan, before the liberation of Bangladesh in 1971. 
Poets, authors, musicians, artists and film makers chose cultural productions as their vehicle 
for protests against their oppressors. They played an important role especially during the 
Liberation War of Bangladesh. Around the 1990s, many middle class and upper class families 
of urban Bangladesh sent their children to English medium schools, which were a legacy left 
by the British colonial period. Consequently, these schools were the site where like-minded 
middle and upper class youth got together to form the alternative music scene of 
Bangladesh. Educational and cultural capital in the form post-colonial traditions of English-
medium education, providing the necessary language and cultural skills necessary to 
consume international genres of music and access to these genres through travels, pirated 
cassettes and CDs in local record stores, cable television music channels and the internet; 
coupled with the economic capital of middle and upper class youth to afford pro/am 
involvement with foreign genres of music as well as foreign musical instruments and gears; 
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and the social capital consisting of important social networks between them – brings 
together the unique cultural, economic and social resources necessary for the mobilization 
of this scene.  
The Birmingham scholars’ analysis of subcultures in the UK revolved around 
disenfranchised working class youth and their collective activities involving symbolic 
expressions of resistance (S. Hall & Jefferson, 1993; Hebdige, 1979). Metal subcultures in the 
West has previously been considered to attract the white working class youth enabling 
them to compensate for their lack of social, physical and economical power through 
allowing compensatory expressions of rebellion and empowerment (Horrocks, 1995, p. 143; 
Weinstein, 2000, p. 66). In the Asian countries of Malaysia, Indonesia and Singapore, the 
working class youth chose metal as their vehicle for rebellion against the rapid 
industrialization of their societies (Wallach, 2011). In the Bangladeshi alternative music 
scene, however, youth can only participate if they have the necessary cultural, economic 
and social resources, so disenfranchisement is not related to class marginality. Instead, it 
would appear that educated, world-weary Bangladeshi youth from middle and upper class 
backgrounds, channel their general dissatisfaction towards the deteriorating situation of the 
country, as well as their patriotism and passion, through metal and other foreign alternative 
genres, in a compensating experimental space that is distinctly other from local traditions. 
This experimental and creative space represents fantasy escapism from numerous socio-
political problems plaguing Bangladesh including political unrest, widespread corruption, 
social injustice, poor everyday safety and security conditions, lack of infrastructural 
developments, crippling inflation and frequent natural disasters.  
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This alternative music scene, which is a liberal space with minimum censorship, has 
characteristics reminiscent of both subcultures and scenes. A combination of social and 
aesthetic rebellion expressed via alternative forms of social commentary against the 
surrounding socio-historic milieu is clearly found in this scene. Aesthetic distinction from the 
local mainstream music scene is expressed through the choice of foreign genres such as 
metal and hard rock; through Western metal inspired fashion codes comprising of black 
outfits, rings, bracelets, neck chains, piercings, long hair or different hairdos, boots and 
makeup; through creatively designed album art and posters as well as through energetic 
and aggressive stage performances. Social rebellion against the poor situation of the 
country is expressed implicitly through the lyrics of their songs and with their associated 
album art, often using notions of escapism and aggression associated with the fantasy 
worlds of metal. Although these symbolic expressions of resistance do not come together to 
form any concrete set of values, these alternative aesthetics and politics are similar to the 
dynamics of subcultures. At the same time, tolerance of diverse music genres under the 
umbrella categorization of alternative as well as openness towards international links, are 
notions compatible with music scene approaches.  
      The Western discourses of alternative rock revolve around genuineness through 
experimentation and authenticity associated with non-commercial and anti-mainstream 
values. The scene in Bangladesh came into existence by reproducing foreign music genres 
and styles, so the issue of genuineness is different here. However, the non-commercial and 
anti-mainstream aspirations are present in this local scene, mainly because the scene 
comprises of like-minded middle and upper class youth with cultural, social and economic 
capital who can afford to engage themselves in pro/am activities of practicing, performing 
and experimenting with foreign genres of music without being tied down by industry 
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expectations. This is because they are not dependent on making money from participating 
in this scene, and their financial means come from family wealth or full time careers in other 
fields. Instead, they are content in maintaining this practice of pro/am, part-time cultural 
production. One of the most fascinating findings of this research is that even though this 
alternative music scene is locally dubbed the underground, its members are not overly 
concerned with ideas of ‘selling out’ and crossing over to the local mainstream music scene. 
In this local socio-economic milieu, mainstream artists don’t make ridiculous amounts of 
money through their music due to the small local music market which is disconnected with 
the global mass music market while being monopolized by Bollywood music from India, 
plagued by piracy with the advent of internet, and disregard for copyright and artist royalty 
by the local media and record labels. So choosing to remain alternative or transcending over 
to the mainstream, either by choice or sheer popularity is not related with financial gains, 
which are contradictory with the broader Western discourses of popular music. Rather, the 
contemporary trend in this alternative music scene is to participate in international 
discourses of music by writing English songs and sharing their music via the internet, 
connecting with translocal scenes around the world through online social network sites. 
Instead of creating hybridized or indigenous forms of Bangladeshi metal, the 
members of this scene are interested to participate in global music scenes, linking with 
global audiences, brought together by their love of metal and its associated fantasy worlds. 
Desires to transcend local cultural boundaries and connect with similar translocal music 
scenes may be another form of escapism and coping mechanism, against the harsh social 
realities faced by the youth of Bangladesh.  
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Therefore, these local contextual factors, combined with the Western theoretical 
models of alternative music related youth cultures give a better explanation of the dynamics 
of this Bangladeshi alternative music scene. Future research about this particular topic could 
include an audience analysis emphasizing on the points of view of the audience members of 
this alternative scene, as well as a more ethno-musical approach to analyzing the different 
genres of music practiced in this scene. Even though examples of metal in other Asian 
countries have been used as case studies, this thesis could also benefit from the inclusion of 
an inter-Asian perspective of analysis. However, this thesis is the first exploratory step in 
shedding some light on the unique cultural phenomenon which is the alternative music 
scene of Bangladesh.   
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Appendix 1: Transcribed Interviews of the Participants 
Participant pseudo name: Hasib 
 
Interview Questions 
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Underground music is based on a certain group of people, a demographic. Music is coming from a 
very selective group of people. Even though culturally we were always very strong even before the 
liberation war, the trend of music changed and came into being was based on the west. This 
happened when MTV was available in Bangladesh, when foreign artists visited us, our local bands 
started covering foreign bands, like Miles, who started to cover English songs. This would be around 
the mid 80s. That gave birth to this idea of covering songs and giving tributes, which led stars like LRB, 
Feelings (Nagar Baul) started covering songs from GNR, Nirvana, that’s the birth of rock here in 
Bangladesh. They started to make their own versions of rock songs, where the music was very 
western, but with Bengali lyrics. Traditional Bengali bands songs would be, for example, by Azam 
Khan, if you listen the songs nowadays, it still has that more traditional feel sometimes, but a lot more 
fused with western influences. So that’s how the Underground scene started off. Basically, a bunch of 
musicians got together and decided to showcase their talents by covering foreign songs. I was in a 
band called Koprophillia which was one of the first ever Underground bands. When the total number 
of Underground bands would be 10. We organized our own shows, sold our own tickets to our 
families, made them come to our concerts, and actually forced them. (laughs) We didn’t even know 
that we have been labelled as the Underground scene. We were just doing our own thing. This was in 
the 90s. So some people, rich people, this is the demographic that I’m talking about, could actually 
afford to buy the guitars, who could afford to listen to foreign music, who had access to these things. 
Cable TV and Internet was not there. The only access we had to foreign music were through pirated 
cassettes and CDs. And they were a big hit. There was a store called rainbow (in elephant road, 
Dhaka) – one of the first stores to sell foreign pirated music. This was the start of the movement, 
Rainbow was the mother, from where everything began, all the music stores today came from. Even 
the labels today, a lot of which were music stores before, got the idea from Rainbow. For example 
Fahim music, G-Series (record labels) etc. were all part of the legacy of Rainbow, we actually hoped a 
lot more from Rainbow, since it was the first store in Bangladesh where you could find a Metallica cd. 
So people got together, still it was region wise inside Dhaka city. I am talking about Dhanmondi, 
Elephant Road – I am from Dhanmondi, and one of the places the Underground scene originated from 
was Dhanmondi, because so many musicians lived here, there were so many jamming pads here etc. 
And yea, this is how the Underground scene got started.    
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
 
I was the drummer of (…) (1994), after two years I quit and formed my own band with friends from 
school. We named it (…) (1996). Our biggest achievement was that in a band competition called 
Benson & Hedges Star Search (2001), we took part, the first competition was in 2000, but we took 
part in the 2
nd
 year. This was also one of the big events which boosted the Underground scene, it was 
supervised by Ayub Bacchu (LRB) and BAMBA. They did a talent scout thing from the whole of 
Bangaldesh, and they actually found 5000 bands at that time, who could do their own music. Out of 
5000 bands, we made the top 10, and we did it with an English number. Till today, in any band 
competition in Bangladesh, no band made it through with an English song. The song was Black Dahlia. 
After neurosis, we made another band, called (…) (1999), which was a more crowd pulling kind of 
band. A more contemporary kind of band, where we were covering bands such as Linkin Park. The 
reason behind that was, to the mass crowd, LP was considered as metal. This idea of genre was more 
relaxed. Well, it depended on the venues. You see, we didn’t have albums and we couldn’t even 
dream about albums at that time. There weren’t enough labels to help us out, now obviously there 
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are a lot more labels. We used to be known by the kind of music we performed. Like people would 
say, this band does good covers this band. This band has a good vocalist etc. So we used take concerts 
very seriously. Because that was our only platform to showcase our talents. We found out that this 
contemporary genre was more of a hit and metal was even more niche. There were hardcore metal 
fans, but there numbers were less. We decided to move into the slightly bigger crowd of 
contemporary music fans. That mass crowd then, they didn’t know the difference between rock and 
metal and electronic music. But that has changed now, due to the internet and cable tv.   
  
3. Tell me about how and why are you involved with this scene. 
 
I remember very clearly, we were all in school (Mastermind); we wanted to try something new.  We 
used to play basketball, cricket and just one day we thought, why not try to do music. And I come 
from a music background, because my mom is a singer, so I had some idea; but I never thought I 
would be a drummer. We decided, why not form a band? Even though we had no idea about playing 
any instrument, we just thought, why don’t you be the vocalist, you be the guitarist and I got left with 
the drums. So we took this challenge of forming a band, learning music, there weren’t any bands 
around to guide us, nor any good music schools to teach us western music. I just remember one 
school, the Ferdaus Wahed school of music, which was also in Dhanmondi.  
 
4. How long have you been involved with this scene? 
 
From 1994 till 2010. 
 
5. What kind of music do you play? Why?  
 
Metal and some other genres of Rock. Because I just loved the shit out of it.  
 
6. In which language do you usually sing your songs in? Why? 
 
English. When we do covers, we do it in English and our originals were also in the same language. We 
cover bands like Iron Maiden, Megadeath, Sepultura, Metallica, Linkin Park etc.    
  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
The underground or alternative scene and the mainstream scene – these are the two major scenes in 
the music industry of Bangladesh. The mainstream circle is the genre. The mainstream bands and 
artists who are very successful, who aren’t really bands but more like based on their front men, like 
Vocalist of Prometheus, James etc. why I am saying that, because it doesn’t matter if the musicians of 
LRB start playing with James, no one will notice. They will only notice the front man James and his 
songs. So the meaning of band doesn’t really exist in the mainstream scene. That effected the music 
industry as well. That’s why vocalists from rock backgrounds started to go solo and started doing pop, 
because pop was more commercial and it could reach out to the mass crowd. Let’s talk about 
Mumtaz, who is in the Guinness world records, if you here her songs, they are a mixture of pop and 
folk with very catchy lyrics. This is what the mainstream music industry is all about. The Underground 
scenes, or the musicians involved with this scene, feel that the mainstream musicians are basically not 
good musicians. What I mean is, these mainstream musicians sold out their creativity and started 
doing music just to please the crowd. And there wasn’t enough respect for the musicians either. 
Mumtaz has probably played with 500 musicians in her whole career. James has played with 15 
different drummers. But their music didn’t change. But if you compare that with a band like 
Megadeath or Dream Theater, as soon as their drummer changed, their music changed.  These things 
don’t matter in our mainstream scene. In the Underground scene, where the musicians are more 
technical and literate, these things have a lot of symbolic and aesthetic value. That is how I would 
differentiate them, the Underground scene is more technical, but the mainstream scene is basically 
pop. Of course the Underground scene is not for everyone. This niche crowd has also grown a lot 
these days. Back when I was talking about the early days of UG, this scene came from the well-off 
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youth from English medium schools. This is not necessarily the case anymore. And it may have started 
from around Dhanmondi area, it spread through all parts of Dhaka and all over Bangladesh now.  
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
 
There were no bands doing this kind of music. Turn on MTV, we used to see rock music. MTV and 
other foreign music channels gave birth to rock music in Bangladesh and also ruined it later on, as 
these channels also changed their artistic direction. There were no bands in Bangladesh doing Rock or 
Metal properly. And it was all a fusion of pop and folk. Miles was the only band doing some rock and 
roll, and they began this band in America. So we thought why not do some rock music, inspired by Axl 
Rose and Kurt Cobain. 
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
This scene derived from that group of people, that demographic that I mentioned before. There were 
no external forces per se, which gave birth to this scene. There were no cable TV, internet and social 
media at that time. But if I practiced the drums at my house, my neighbours would complain to my 
mom that what the hell is your son doing banging on tin cans at this hour? Socially, this sort of music 
was not accepted. Garage bands were not allowed. We got a lot of complaints. So playing this genre 
of music (metal and rock) became a rebellious thing, because all our parents and neighbours hated 
that we did this. There were very few parents who actually supported this. I remember one of my 
uncles asked me to come over to his house when his son was away, and take his guitars and gears, so 
he could tell his son that they got stolen. These were the sort of conspiracies we had to deal with. But 
right now, there are many schools for western music, huge access points to international music 
through cable tv and internet, and with Bangladesh having their own private satellite channels, there 
are so many music programs out there as well. Media has become a lot broader, and they actually 
support live performances of metal and rock bands these days. As a result, parents have become 
more tolerant of these things, and they actually support their kids sometimes with money and 
resources to play this kind of music. Back in my day, we didn’t have any of that.  
 
10. What are the challenges you face every day as a member of this scene? 
 
I think already just mentioned the challenges. Lack of money, lack of support, etc more so back in my day. 
Money is the biggest problem. Buying drum kits and things were very expensive and a lot of trouble.  
  
11. What do you get from this scene?  
For me it was a passion. Pure joy.  
 
12. What do you think is the future of this scene?  
Future is very very bright with the internet and tv channels coming up to support this scene. The walls 
between mainstream and underground are slowly breaking. We see mainstream musicians coming to 
Underground concerts and vice versa. And this underground is becoming more like a platform for the 
new musicians, from where they can launch themselves in the mainstream scene if they choose to do 
so. This a good thing. The Underground scene is not as segregated as before. And bands from the 
Underground scene is also getting attention from Underground scenes from India, Pakistan, Nepal 
and Thailand. Through globalization, our bands will spread and get more and more exposure. An 
important thing here is that, metal is not that huge in USA and UK any more, so a lot of international 
talent hunters are expanding their search to more unorthodox pastures like Underground bands from 
Bangladesh. So I think the future is very bright.  
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
Western. The fashion is basically, if you go to an Underground gig, you will see people in jeans, t-
shirts, tattoos, torn apparels, accessories. It’s a combination of punk and basically western fashion, 
you won’t find anyone wearing a salwar kameez or punjubi at these shows.   
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14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. At that time 1994 – 2001, everything was in English. 
The crowd was well versed in English, they knew about the foreign bands and their music and the 
Underground bands used to perform in English. I remember the first Bengali song which was 
applauded in the Underground scene was by Cryptic Fate, because before that, the audience could 
not fathom a metal song in Bengali. But Cryptic Fate showed that a Bangladeshi metal band can make 
their own music and not just play covers. They gave birth to the Blacks and Artcells later on. Lyrics are 
usually very good in the Underground scene, they are not commercial and they have deep meanings 
stemming from many different life experiences of the youth of Bangladesh. The Underground scene 
promoted Bengali within the English medium students. Before, the performances were about how 
technical you can be, what skills you have. Right now, the performances are about how tight how you 
are as a band. Back then we were illiterate musicians. Now, the bands and the audience are more 
literate so they know what a band and their music means. A band has to have chemistry.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
There was a time, when the first album of Artcell came out, the underground logo, first came out and 
this became a huge hit. People would wear it on t-shirts, along with t-shirts of their favourite rock and 
metal bands. I could see a kid in a crowd wearing these kind of accessories and apparels, and 
immediately I would know that this kid is part of the Underground scene, he loves rock and metal. 
That’s how this community of rebellious youth came into being and this belongingness came into 
being in the Underground scene.   
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Hall rooms, Community Centre, RCC, National Auditorium, ACC, School fields and auditoriums, once in 
India, when I was playing with Artcell. All sorts of venues. Back in my days we would have minimal 
logistical support, we would play at places where there wouldn’t be any drinking water, sometimes no 
electricity. So during power cuts we would sit idle, and start playing again when the power came back. 
These days, these logistical aspects have improved a lot.  
 
17. How and where do you record and rehearse your music? 
Garage jamming pads. At sound garden, dream desk and art of noise music studios.  
 
18. How do you manage the money to do all this? 
 
Scrape from our allowances. Made money from organizing shows and sell tickets. Through the 
support of school mates, friends and family. We were a gang, students of some of the English medium 
schools getting together. While with (…), we never took much money from the organizers. And 
corporate sponsorships were never common in Underground concerts. Coke and Pepsi did this back in 
the day, in the 90s and early 2000s but that was because their target audience was in common with 
the Underground scene and its members.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
I don’t know what happening now. But many stores have turned into record labels. Because there 
were no laws against this. There are no separate labels for the Underground scene. The major labels 
like Gseries and Deadline supports the Underground bands and musicians. These days, through the 
internet.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Everything these days.  
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21. Do you work on music projects outside this scene as well? 
I have played with many different musicians. I have even played drums with Miles and Artcell.   
 
22. What do you do besides music, that is, do you have a separate job? 
Yes, Businessman. Music is my hobby now. Back in the day, I was a student and playing music on the 
side.   
 
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Extremely important. Essential. Plays a vital role right now. Youtube is huge, which is blocked in 
Bangladesh right now, lets hope it will open up soon. Facebook and sites like amadergaan and other 
sites like these play a big role.  
 
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover this scene a lot more now. Don’t have magazines according to 
my knowledge. Radio used to support underground music at one point, the new FM channels when 
they first opened up. Funny thing is, these radio channels used Underground bands and their songs to 
promote their channels, because they could access these bands and their songs for free. Once the 
channel became a hit, they started to play more and more commercial mainstream music, to such an 
extent, that underground band’s songs are rarely get any air time. Especially during their test run, 
they would play underground songs all day long. Radio Foorti and Radio Today used to do this a lot. 
And this promoted the Underground scene to the new generation, after 1994, this was the biggest 
exposure to these genres and musicians. FM radios were crucial, because people don’t have time to 
go to stores and browse through the internet for new artists all the time, but on their way to work or 
school or uni, people would turn on to these radio channels and listen. TV channels like Desh TV, 71, 
ETV etc support this scene.  
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Participant Pseudo name: Mostafiz 
 
Interview Questions 
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Underground music means, the people who do underground music, they do this kind of music which 
is not for the mass public and we do it for ourselves. There are some limited fans and crowds who 
listen to this type of music, and we do this sort of music for them, which can be loosely defined as the 
underground music scene. Just like underground music scene is known internationally, our version of 
it has some similarities with that.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
 
I am the drummer of (…), and I also organize concerts. I am involved with GetAmped, a concert 
organizing event management organization. We have organized 5 or 6 concerts and we are planning 
on organizing a lot more big quality concerts very soon, like what LiveSquare is doing right now. Our 
plan is to somehow contribute to the music industry of Bangladesh by promoting new talents and 
organizing shows for them.  
 
3. Tell me about how and why are you involved with this scene. 
 
Since I was a child, I used to listen to Nirvana, GNR, Metallica, Papa Roach, Pearl Jam, Alice in Chains 
and got influenced by their music. Then at point I felt like doing this sort of music. Then I wanted to 
learn the drums, so I went to Tony Bhai (Drummer of BLACK) and after a while tried to start my own 
band, and that is how I got involved with this scene.   
 
4. How long have you been involved with this scene? 
 
6 Years and counting.  
 
5. What kind of music do you play? Why?  
 
Rock and Grunge. Grunge although it’s known as a subgenre of rock, It’s more of a movement than a 
subgenre. Why because, I love rock and I think I have rock music in my blood. 
 
6. In which language do you usually sing your songs in? Why? 
 
Mixture of English and Bengali. When we do covers, we do it in English and our originals in Bengali. 
We cover bands like Alice in Chains, we are actually going to do a tribute show on this band soon, so 
obviously we sing in English then. But we covered one Bengali song once, that was a song of the band 
Nagar Baul. Farshid bhai (BOHEMIAN) was there as well.   
 
So Bengali songs are your own songs, and the covers are in English. When you say about your bands 
songs and composition, do you think it’s influenced by Bengali music, or is it very much westernized 
or rock influenced only with the lyrics in Bengali? Or is it a new sound that you are producing?  
 
We are trying to bring a new sound to this scene. Obviously we play grunge, and other bands have 
played grunge before, but now we are trying come up with a new sound. Our compositions are very 
westernized and our tunes as well. Maybe we have some Bengali influences since we are Bengali and 
the lyrics are Bengali. But it is very westernized.  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
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The underground or alternative scene and the mainstream scene – these are the two major scenes in 
the music industry of Bangladesh. The distinction is simple, the mainstream is the music for the mass 
public and the Underground scene is music for a limited audience. Music for the same kind of  people, 
or niche crowd. How it relates to the mainstream, well when musicians in our country make music for 
the mass crowd, they have to often sacrifice their own styles and compromise with their own creative 
direction to give the public what they want, to capture the market. The underground musicians are 
trying to make music for themselves and to satisfy the niche crowd, not always thinking about the 
market and the profitability of their songs. And their philosophies are totally different. The 
mainstream musicians have to think about how commercially successful their album will be, whereas 
the underground musicians don’t think like that at all. They want recognition for their music, but not 
necessarily for commercial gain.   
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
 
For some crazy people, who want to do music and who want to be in music. For the people who want 
to listen to some different type of music. I don’t know much about the starting of this scene, since I 
was too young then. I can only say from the time that I started going to these underground shows. 
Real underground was there from a long time. When nemesis, black and artcell started, and other 
bands like aurthohin, migrane, breach, arbovirus were also taking this scene forward. Shumon bhai 
and Durey bhai played a huge role in promoting this scene, with the release of Chaarpotro and by 
organizing shows and all that.  
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
From a very long time, people of Bangladesh, was always very inclined towards the rock music with 
bands like Souls, LRB and Miles. We have always had folk music, but with globalization and access to 
foreign music, this scene came into being. Our own music means ektaara and dotaara, but these type 
of music are influenced and inspired by bands from UK and US and there is some sort of hegemony 
here as well. Many early musicians of Bangladesh heard these foreign musicians and started to follow 
them, simply because they loved this music. With the availability of CDs, cable TV, internet etc., the 
youth wanted something new, and they are very westernized and globalized. They were listening to 
Metallica, Soundgarden, Nirvana etc.  but no one was performing these kinds of music in Bangladesh. 
There was a need for these kinds of music, and that’s also why this scene came into existence. Then 
the audience also developed, making certain people the niche crowd, who were also very interested 
in these types of music. I don’t think political factors played any major role here. It was the socio-
political context, where the youth had a need and desire for listening and playing some foreign genres 
of music, which greatly inspired them.  
 
10. What are the challenges you face every day as a member of this scene? 
There are many clans in the underground music scene. I am also a part of one clan. (laughs) Clans are 
groups – groups of musicians, bands and promoters who promote each other and work with each 
other. For example, there is such a group in Agargaon, there is a band called Dispersion, and they sort 
of control who plays and who doesn’t in concerts in this area. They started doing shows in a new 
venue called National Library Auditorium and this venue has become the hub for underground shows 
in Agargaon. But Dispersion sort of acts as the gatekeepers for this Agargaon clan. Gulshan and 
Banani have their own clan. The Bench for example is a venue in Gulshan, and so some specific bands 
like Circus Police and Alternation and bands they recommend will perform in concerts at this venue. 
And those bands are also usually based in the locality of this venue, or people who hang out at this 
venue. We (Storytellers) don’t get to do shows here. But what we are trying to do with GetAmped, we 
are promoting the bands and shows in Uttara. But we are always trying to promote new talents from 
Uttara, but we also try to get more recognized bands from all over Dhaka and Chittagong, so that they 
can be the headliners and crowd pullers, giving the new bands a chance to showcase their talents. 
Other challenges include politics inside the scene, a lot of grouping biases and hatred / jealousy 
toward some bands and musicians. Minerva can’t stand Mechanix and vice versa, because they are of 
the same genre. Venues are a big problem, there are never enough venues. A lot of venues are even 
closing down. We have to resort to organizing shows in cafés and restaurants. Lack of venues is one of 
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the reasons for so much backbiting and grouping inside the scene. Uttara venues are controlled by 
some people, Gulshan venues controlled by other people, RCC and some other venues in Dhanmondi 
are dominated by the Metal bands and the local musicians and Agargaon as I already mentioned, is 
another story.  
 
11. What do you get from this scene?  
 
The Underground scene was going through a great time from 2002 till 2010. Because there were 
quality bands, supportive audience, albums coming from this scene were selling quite well. The 
audience used to head bang for all their favourite bands but these days the audience doesn’t respond 
that well. I still remember running to the stage and touching Shakib Bhai’s feet (CRYPTIC FATE) 
because I was so crazy about his band and about their music. I respected them like crazy. I don’t see 
that sort of admiration and respect anymore. When Arbovirus plays these days, the people clap but 
they don’t really show their appreciation like they used to. These days the newer bands come with 
their friends, they only stay for their friend’s band’s performance and then they leave. They don’t stay 
for the other bands which really sucks. Mainstream bands also used to show their support towards 
the Underground bands. Bacchu bhai (LRB) promoted BLACK, Durey Bhai promoted ARTCELL, BLACK 
and CRYPTIC FATE like anything, Shumon Bhai (AURTHOHIN) brought forward bands like METAL 
MAZE, REBORN, STENTORIAN, BLACK, ARTCELL, ICONS, NEMESIS but they don’t do this anymore. They 
have stopped guiding us. They don’t care about us.  
 
I do it because I want to get back those golden times in between 2002 till 2010. We are trying 
organize quality shows, trying to bring forward quality bands, trying to bring out good albums, we 
ourselves have also been working on our album. We are trying to keep the scene alive.  
 
12. What do you think is the future of this scene?  
 
We are trying really hard to bring this scene up again. If we can work together, we can take it further. 
We want to make quality music and maybe connect with the international globalized scene at some 
point. We need the support of each other and the guidance of senior musicians. Some bands and 
musicians already have some connections with the international scene – bands like Powersurge, 
Mechanix and Rafa. Language is a barrier, so they have to record in English. The future can be bright 
for this scene for sure, but it is very uncertain at the moment.  
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
Yes. People who wear black and t-shirts of their favourite bands like Iron Maiden and Tool, guys and 
girls who dress smartly in latest fashions and accessories, who wear ear rings and keep long hair, 
shows that they are part of the Underground scene. The bands themselves give a lot thought to their 
band names and logos. Very western influenced – the whole Underground scene.  
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. As much as I know, Mechanix wants to release their next album internationally 
and they are making their album in English. A few other bands like Trainwreck and Severe Dementia 
are also making composing in English. The lyrics are quite varied. My own band for example, deals 
with the current issues that the youth of this country are facing. Like our new song is about recovering 
from a certain problem. We write about political problems, love and even hate. Especially amongst 
the metal bands, the themes about hate, darkness, satan worship, anti-god etc. are quite popular. It 
depends on the bands genres.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
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It differs from bands to bands. Metal bands have a different philosophy than rock bands. Talking  
about my own band, we dress up normally, there isn’t anything consciously symbolic about that. In 
the metal scene, there are symbolic things like wearing ear rings, long hair, black t-shirts, eye liners 
etc. they represent the metal crowd.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Uttara, Cuppa Coffee, National Auditorium, BISIC Auditorium, RCC -  there are no exclusive 
underground venues. We are still searching for other venues.  
 
17. How and where do you record and rehearse your music? 
Practice pads, Uttara and Xmusic in Dhanmondi. We record at a home studio of Ratul’s. He also works 
at Fuad Bhai.  
 
18. How do you manage the money to do all this? 
 
I have a separate job. I am a Banker. I have to manage from my salary. We usually don’t get money 
from the concerts. I am investing money from my salary to organize concerts and for managing my 
own band. Some bands are getting corporate sponsorship but we are not getting any yet. Nemesis, 
Black, Mechanix got sponsors for their albums, we sometimes get sponsorship for sound systems. For 
GetAmped shows, we all invest, if we get sponsorship we put it all in. Then from the ticket sales, we 
pay the rest of the venue charges and the charges for sound and stage. Sometime we still remain at a 
profit, but other times we come up short. We have to pay from our own pockets in that situation.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
There are no huge separate labels, but Incurison and Animatix tries to do something, but their 
distribution is not good at all. The major labels like Gseries and Deadline supports the Underground 
bands and musicians. Gseries has very strong influence on the distribution channels, so they actually 
hamper distribution of other labels. Through internet. Without social media, our scene would pretty 
much be dead. We promote getamped shows solely via facebook and cell phone.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Rock, Grunge. Stone temple pilots, Alice in Chains, Audio Slave, Sound Garden, Deftones, GNR 
21. Do you work on music projects outside this scene as well? 
Rarely, I play drums for other musicians.  
22. What do you do besides music, that is, do you have a separate job? 
Yes, Banker.  
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Extremely important.  
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some internet radio 
channels. TV channels like Desh TV, 71, ETV etc.  
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Participant Pseudo name: Nuruddin  
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
In 1998, I was working as a sound engineer in studio sound garden.  Many bands used to come and 
work here at that time. They were young bands, many of them became huge later on and some of 
them also changed their names. These bands were Cryptic Fate, Mysterious, Lame Band, Koprophillia, 
Fulbanu’s Revenge, Canopy etc. I didn’t know much about their kind of music and where they used to 
perform and such. I grew to like them and developed a friendly relationship with them. So I started to 
go with them to gigs and started to follow their careers. They used to perform in PG auditorium, 
somewhere around Nilkhet and this was the Underground scene as I got to know it. It was between a 
limited number of people constituting of the band member’s friends and family. The bands 
themselves used to organize the shows and things.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
 
I became quite close with some these bands. At that time I was the youngest sound engineer in 
Dhaka. I was also in good terms with the record label called G-Series, so one day I spoke with the 
owner of this label Khalid Bhai and gave him the idea that why don’t we make a mixed album 
featuring these talented new Underground bands. He agreed and I organized the first ever mixed 
album featuring all Underground bands called Chaarpotro (2000). Before me, our Pop Guru Azam 
Khan was also working with some Underground bands and I was unaware of this. He introduced me 
bands like Black, Artcell and MetalMaze. I heard their songs and immediately put their songs in this 
mixed album. So then this album was released which was a coup in the music industry. The people of 
Bangladesh didn’t even know that there were bands here who were playing metal, hard rock, 
alternative rock and also composing with Bengali lyrics. I was lucky enough to get the sponsorship 
from Pepsi at that time, so after the success of this album, I organized another one called Anushilon, 
and then I released Projonmo (which was Azam Khan’s project but he handed it over to me). He 
wanted to release it from Soundtek, but they didn’t want to release an underground album. So I 
convinced G-Series to release this album as well. Then I released Din Bodol which featured 21 bands 
in the same album. And this album featured a song by the top three Underground bands of that time 
Artcell, Black, Cryptic Fate all working together (ABC we called it). Shakib Bhai was given the 
responsibility to make this happen. He helped me out a lot; he always supported me and also 
managed the sponsors from Pepsi, which was instrumental to the release of all these albums. After 
that I released Lokayot. Then disaster struck in my life. My mentor Mobin Bhai, had an accident and 
passed away. I was devastated. I felt responsible for his death. Because I was touring with Black and 
for that one show, I begged him to do the sound mixing. So he went with them, and on the way back 
there was a road accident. I actually quit music at that point. It was after almost 6 years that my 
friends begged me to come back to music. At that time, I was requested to join ETV as a sound 
engineer. After getting back to this career, my passion for music rekindled. I started to ask around and 
started to look for the Underground scene, and I was very disappointed. There were not enough 
shows, no albums were coming out, people were not going to the shows etc. With these frustrations, 
I created this tv program called EML (Ekushey Music Lab) with the support of ETV, and this is one 
unique program in the history of private channels of Bangladesh. This show is solely dedicated to the 
Underground scene. This is a place where the youth of our country can speak their mind and 
showcase their music.  
  
3. Tell me about how and why are you involved with this scene. 
 
I already mentioned how I got into the scene. I got into the scene because I loved those kids and their 
passion for their kind of music. It was inspiring.  
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4. How long have you been involved with this scene? 
 
13 years and counting.  
 
5. What kind of music do you play? Why?  
 
Hard Rock. I sing and write songs.   
 
6. In which language do you usually sing your songs in? Why? 
 
Bengali. When we do covers, we do it in English and our originals were also in the same language.  
  
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
I think it’s not too different. It’s actually a generation’s tastes and wants. When Azam Khan was 
performing with his band Uccharon, didn’t the younger bands of that time like Miles, Souls, LRB have 
any relation with them? Of course they did. Then it’s the same thing afterwards, when these above 
mentioned bands became huge, they also had a relation with the younger bands like Black, Artcell 
and Cryptic Fate. So I think the Underground scene is more like a platform for the younger musicians, 
but it’s not something separate from the overall music scene of the country.   
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
 
For me it was completely by chance. I got introduced to them. I don’t know how this scene came into 
existence.  
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
 
Again, I am not so aware of it. The political situation in our country has been quite poor for the past 
15 – 20 years. So there may have been a frustration amongst the youth. They didn’t have much scope 
to do anything so maybe they took up these foreign genres of music and wanted to express their 
creativity in a new space. But I don’t think there was any conscious philosophy behind it.  
 
10. What are the challenges you face every day as a member of this scene? 
 
Lack of money and lack of venues. The sponsors are investing on TV drama not on music programs.   
  
 
 
  
11. What do you get from this scene?  
The sense of accomplishment for introducing so many new talented musicians to our music industry. 
Beside money, I have accomplished everything. I just organized a 4 disc band mixed album called Haatiar 
consisting of 395 bands. I have organized most of the finances for this whole project from my own pocket. 
I am a servant of this music scene of Bangladesh. I will serve it as long as I live.    
 
12. What do you think is the future of this scene?  
Future is very bright with the tv channels, internet and radio coming up to support this scene. With 
the education rate increasing in our country, I believe more and more people will understand the 
value of quality music and so this scene will grow bigger every day. I believe that after cricket, 
underground music is the vessel which can give our country global recognition. I believe very soon 
that Bangladeshi bands will be featured in Hollywood’s movie soundtracks sometimes. That is a 
dream I believe in and I believe we can achieve this dream in the future.  
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
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Western.   
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. But a lot of bands these days also compose in Bengali. 
It depends really. The Underground scene was always known for their crazy stage acts and energy on 
stage.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
I am not aware of that.   
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Anywhere we could set up and stage and sound systems.   
 
17. How and where do you record and rehearse your music? 
Garage jamming pads. At sound garden, dream desk and art of noise music studios.  
 
18. How do you manage the money to do all this? 
 
From doing professional jobs. Besides that, the musicians in the Underground scene are usually from 
well off families, who got a lot of support from their parents. Basically there is hardly any money in 
this scene. People become involved solely for their passion, and so money has to be invested or 
brought in from somewhere else. We just try to help each other out. The record labels don’t really 
help out and actually they can’t help out because Bangladesh is a poor country and our market is very 
small. I believe the Underground scene is limited to people who are well off, and who are educated. 
And that is fine, I mean, that’s why the Underground scene has always been within a limited crowd, 
but this crowd enjoys this music, regardless of how limited it is. This is the crowd who understand 
good music, who understand what is a bass guitar, what is a keyboard, they are educated and they 
are the ones who have kept this scene alive.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
Without G-Series, there would be no Underground scene. I went to each and every label back in the 
day to release Chaarpotro and no other supported this.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Everything these days.  
 
21. Do you work on music projects outside this scene as well? 
Not anymore. Since I work full time at ETV.  
 
22. What do you do besides music, that is, do you have a separate job? 
Yes, Sound Engineer at ETV.  
 
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Extremely important. Essential. Plays a vital role right now. Youtube is huge, which is blocked in 
Bangladesh right now; let’s hope it will open up soon. Facebook and sites like amadergaan and other 
sites like these play a big role.  
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24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
ETV’s EML. I want to expand this program into a full Channel. Where it will be dedicated to the youth 
and underground music scene of Bangladesh. We will cover live shows, go on tours with bands, make 
this a platform for the youth to express and share their thoughts and beliefs.   
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Participant Pseudo name: Mahbub 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Underground music is there all over the world. The general scenario I understand is that bands get 
together and perform in small venues. For example, RCC in our case. It all started in Bangladesh by 
some bands who started covering bands like Metallica, GNR and other rock and alternative bands. We 
used to go to the shows to see bands like Sellout, Breach, Nemesis, Artcell. Then some heavy bands 
came out like 666, Kral, Aurthohin, your own band Canopy – even a huge band like Aurthohin started 
off from this Underground scene. The main idea was that doing a different kind of music, not 
sounding commercial. Because we have a huge problem in our country where if you play commercial 
music, you get the highlight or fame very quickly. But the Underground scene had a sound of its own. 
People who are inspired and influenced by foreign bands used to organize shows and play covers of 
their favourite bands. Then these musicians started to compose their own music as well, with heavy 
influences from the foreign bands. The first breakthrough album that changed everything was 
Chaarpotro. After this, Bangladesh music changed forever. There was a perception among the people 
of our country that always linked doing music with bad habits and drugs. But Underground scene 
showed that music is a hobby, and it’s a smarter choice than doing drugs or what not. After this 
album, bands like Artcell, Black and Cryptic Fate they took the first step by releasing their first debut 
ablum. Aurthohin also was among these pioneers, and Shumon Bhai (frontman of Aurthohin) was one 
of the leading people who took this Underground scene forward by massively supporting Chaarpotro 
and many bands and albums from there on. This was a great time for the Underground scene. Then 
there were tough times as well, there was a time a few years ago when the Underground scene was 
going through its worst ever period. So, the Underground scene, to me, is a place where we can do 
our own taste of music. It is definitely not for everyone. Because we do it in a closed venue of 300 or 
400 people. But the sound of Underground bands  is getting a lot more highlighted now. With massive 
popularity of bands like Artcell, Cryptic Fate, Nemesis etc. were all part of the Underground scene 
originally and this scene is lot more recognized now than ever before because of them. Even my band 
Power Surge and my friends from Severe Dementia is part of this movement. SD did something 
incredible. From their Underground scene roots in Bangladesh, they slowly expanded to the 
international Underground scene, when they performed in India, Thailand and Nepal. So 
Underground scene is a voice of the voice less. The musicians who want to do a different genre of 
music, a kind of genre which is not possible to do commercially in Bangladesh. It is performed in small 
venues with limited crowds. But I think I should say that Underground scene is the place from where 
some of the biggest bands of Bangladesh originated from. This is where they started, before making it 
big nationwide.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
Vocalist and frontman of the Metal Band (…).  
 
3. Tell me about how and why are you involved with this scene. 
The bassist of Breach, Mika, was a close friend of mine. I used to hang out and go to the jamming pads 
of bands like Nemesis and Breach. I always had a weakness for music. Then I heard of the band called 
Metallica. I still remember hiding in my room and listening to these songs, because listening to music 
at my house was looked down upon and especially such a foreign genre of music. I used to hide in my 
room listening to my Walkman. My friends asked me to sing and at that time I used to sing rock songs, 
used to cover James and LRB’s songs. Then I realized that I loved the songs of Iron Maiden, Metallica 
and Megadeath a bit too much. Then I started to follow James Hetfield. But I always wanted to 
develop an unique heavy voice. My main inspiration was my mother, because she used to sing at one 
time. So from her, I got the inspiration to become a musician. So becoming involved with this scene, 
somehow I just bumped into the right people, they gave me the right tips and little by little I became 
very interested to make a band and start my career in this Underground scene. That’s how I got 
involved with this scene. 
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4. How long have you been involved with this scene? 
 
I used to have a band called Disciples and Synopsis. Early 2005. But I have been a fan of this scene 
from 2000.  
 
 
5. What kind of music do you play? Why?  
Thrash Metal. Because there are so many things happening in this world and in Bangladesh, and 
music is the best way to express what you have inside. That is why we write our songs and lyrics - to 
make the audience feel our pain, anger, frustration, aggression. And these kinds of songs, you cannot 
express in a non-aggressive way.  
 
6. In which language do you usually sing your songs in? Why? 
 
Mixture of English and Bengali. When we do covers, we do it in English and our originals in Bengali. 
Our first album was obviously in Bengali. Then we released an English single called Jackal and Hyde. 
We plan to release more songs in English, because we want to explore the international metal scene. 
Even though I am heavily influenced by English songs since I was a child, I grew up listening to Eric 
Clapton, GNR etc. But when I am asked to sing a song in front of an audience, invariably I pick a 
Bengali song, because that’s more attuned with our culture. If I sing an English song there, some 
people just don’t like it or understand it. But in the Underground scene, the crowd appreciates this 
and we are also comfortable composing our songs in English. It goes well with our genre. Our first 
album was in Bengali because it was sponsored by Grameen Phone and it was our prize for winning 
the DRockstar competition. As a result, they sponsored the recording, production and distribution of 
the album, and we wanted to give back to them as well as the people of our country, so we composed 
in Bengali. But in the future, we are thinking of various new dimensions and obviously we are going to 
write our music in English.  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
Any band can be commercial, any band can be mainstream. It all depends on their type of music. And 
obviously it depends on the fan base. For Power Surge for example, we made it big through a national 
band competition (Grameen Phone DRockstar) which was televised live every week. But for us, our 
main target was always to represent the Underground scene. I still remember that even when we 
were registering, the band members and I were discussing that what’s the use of registering when we 
know we are going to be kicked out in the first round. Not because of our quality of music, but a 
heavy metal band in a national band competition? Didn’t make much sense. Still, we decided to join 
because we were the raw sound of the underground and we wanted the people of country to know 
that this genre of music existed here. There were competitions like this before, like Benson and 
Hedges Star Search, but if look at the history and look up the bands who won these competitions, no 
one really remembers or recalls them. Because the rock bands that came out didn’t really have a new 
and unique sound. Other rock bands came out who didn’t win that competition, but had a better 
sound than them anyway. The difference with those and the DRockstar competition was that, we 
introduced something new and crazy - a thrash metal band won the competition. After this, everyone 
stopped and noticed the Underground scene and wanted to know more about the scene. That was 
the bridge that was built between the mainstream and Underground scene. The mainstream scene is 
basically dominated by commercial musicians. If you go the biggest gigs in Dhaka, like for example at 
the Army Stadium or in Chittagong, you will hardly find any new and upcoming bands. You will see 
that maximum of the artists are commercial pop artists. I don’t blame them, but the division that is 
being created is that the senior and popular musicians of our country can promote some of the newer 
talents if they want to. But that is not happening. For instance, when we played in our first huge gig, 
the main organizer said that we couldn’t imagine that a band with such a genre and energy could be 
found in Bangladesh. The answer we gave them was that, we are only one band from the 
Underground scene. Check out their energy and talent, and you will be surprised.  Metal music is 
slowly gaining recognition here in Bangladesh, but it hasn’t been an easy process. This genre of music 
does not necessarily go with our culture and traditions. So a lot of people used to ask us, why do you 
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play such aggressive music? Why do you write about aggression and politics and etc? I say that I have 
the same question to the mainstream musicians. Why do you always write about love stories and 
stuff like that?  
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
From bands like Rockstrata back in 1980s. Who introduced a new sound to our music industry. 
Warfaze gave us the more polished metal/hard rock sound. With their album warfaze warfaze, the 
genre Bengali Rock / Bengali Metal was introduced for the first time. Some people think that metal 
music is only listened to by loners or druggies. But of course any one can be a metal head. If it appeals 
to you, it appeals to you. Metal bands got highlighted through Warfaze and later on Artcell, who 
showed the smart way of playing metal music in Bangladesh. They did not compromise on their 
quality, but made such unique heavy songs in Bengali that a lot larger audience could relate to it. They 
are the Metallica of Bangladesh. And there is something about courage and bravery here. To have the 
courage to carry this metal genre that we all love and to take it to the larger audience is something 
amazing. It was a dream for all us metal heads, and they were brave enough to follow through with it.  
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
 
10. What are the challenges you face every day as a member of this scene? 
Many. Lack of venues, lack of funds. Even small things like, why do I wear black, why do I have long 
hair, etc.  
 
11. What do you get from this scene?  
It’s just passion and love for music. For what I feel when I stand on stage and shout my lungs out.  
 
12. What do you think is the future of this scene?  
Future is bright. Maybe we will all go international one day. It just might happen soon. I want the 
Underground bands of my country to perform on the international stage, at Oz Fest or Download 
Fest. If one band does it, then it will open the door and many more bands can follow and international 
record labels and merchandising companies will come down to Bangladesh as well.  
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
No certain fashion. It’s about wearing what you want. Wearing black is a part of it. But there are no 
standards. Wear what you want, which comes from your soul. It is definitely a westernized culture. 
Very globalized. When metal heads wear a t-shirt on stage, it always has a message. The way dress in 
the metal scene is also giving a message. When we wear a Metallica or Iron Maiden t-shirt, who dress 
smartly in latest fashions and accessories, who wear ear rings and keep long hair, shows that they are 
part of the Underground scene.  
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. It depends on the bands genres. Metal bands are inclined to writing about the 
politics and the dirty things going around in the country and around the world. Or the aggression or 
the anger about something is sometimes expressed through the lyrics of metal songs. But that doesn’t 
mean a metal band can’t write good lyrics or passionate lyrics. Look at iron maiden, dio, metallica and 
megadeath. They have some songs which are evergreen. Performance to me, is a very important part 
of the band. It carries their outlook and how they look on stage, how you are presenting yourself to 
the crowd. If you google the best frontmans over the years, you would find James Hetfield, Dio or 
Alice Cooper or Freddy Murcury. The way these people sang and communicated to the fans, is really 
something. I have heard from friends, that when Hetfield talks on stage in between songs, it feels as if 
he is talking to you directly. That is the most amazing thing. End of the day when you come out of the 
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concert, no one can remember if the band played each and every track properly or not, they will 
remember that we saw a show and it changed our lives.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
It differs from bands to bands. For (…), our energy is the most important thing. We think that when 
we get on stage to perform, we are gonna sweat and run ragged, and that is the (…) way. And it goes 
with our genre. It just comes naturally when we play our music. Some people like it, some don’t. But 
we don’t care. We do it because we want to do it. Our guitarist Nahian once cracked his head open 
while performing, but he didn’t stop playing. It’s the rush, and we like to reciprocate this rush back to 
the crowd.   
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Dhanmondi, Gulshan, Uttara, Cuppa Coffee, National Auditorium, BICC Audiotorium, MA Aziz 
Stadium, Army Stadium, many schools, colleges and universities. BISIC Auditorium, RCC - there are no 
exclusive underground venues. All over the place. Outside Dhaka as well.  We played in Noakhali, at a 
venue where even Miles, James or LRB hasn’t played it. That just shows how metal music is spreading 
and how the Underground scene is growing all over Bangladesh. And we actually have mosh pits at 
most of our shows now.  
 
17. How and where do you record and rehearse your music? 
Practice pads. Music Mania, a pad in Dhanmondi. This is where PS was born. Record at Rafa’s studio.  
 
18. How do you manage the money to do all this? 
 
I have a separate job. I am a teacher. I have to manage from my salary. We usually don’t get money 
from the concerts. There are some promoters who gather sponsors, organize concerts to promote the 
Underground scene. Otherwise, there are some push-selling type concerts, which is the dirtiest forms 
of doing concerts, where the young bands are forced to sell a certain number of tickets themselves to 
actually get a chance to perform at that concert. Sometimes there are contribution shows, where a 
band buys a playing slot from the organizers to perform on that show. We were never that desperate. 
We believed that if we play good music, people will want to come to see us perform. But in the 
beginning, we used to steal money from our coaching funds, from our transportation allowances, to 
rent practice pads. We used to beg our parents to buy us some good instruments and things like that. 
I still remember this one coaching private teacher. One day, I went up to her and told her that I have a 
small band, and we need money to rent jamming pads, and so I used up the money I was supposed to 
pay to her as fees. For some reason, she saw the honesty in me and appreciated it. She not only didn’t 
take money from me, she offered to pay for my band’s practice pad fees whenever we needed it. That 
was huge. I am still very thankful to her for believing in me.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
The record labels are doing nothing. They will offer a deal. You give me a certain amount of money, I 
will publish and distribute your album all over Bangladesh. Nothing to do with royalty or copyrights. 
Whatever money is made from digital and CD sales of my music, will be kept by the record labels. 
What do I get out of this? My music will be out there. My CD will be available in the music stores. 
These record labels play with the emotions of our musicians. End of the day a musician wants their 
song to be out there. But there is need for some financial gain from this. Without money, we cannot 
survive. There are no huge separate labels, but Incurison and Animatix tries to do something, but 
their distribution is not good at all. The major labels like Gseries and Deadline supports the 
Underground bands and musicians. Gseries has very strong influence on the distribution channels, so 
they actually hamper distribution of other labels. In the future, we are hearing that some 
international labels will come down here and then give the proper copyright and royalties to the 
musicians, once they sign up with them.  
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Through internet. Without social media, our scene would pretty much be dead. We promote 
getamped shows solely via facebook and cell phone.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Metal and Thrash Metal. But a bit of everything.  
21. Do you work on music projects outside this scene as well? 
Rarely. I sometimes toured with Artcell.  
22. What do you do besides music, that is, do you have a separate job? 
Yes, Teacher of English at a University. Also just started working at Kinetic Music, an international 
internet record label. They are registered with BMI.  
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Extremely important. Internet is all we have. That is our lifeline. Without this, there would be no 
Underground scene.   
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some internet radio 
channels. TV channels like Desh TV, 71, ETV etc.  
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Participant Pseudo name: Ismail 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
The Underground scene, as I understand it, includes underrated, largely unexposed, very talented 
group of musicians. The term underground doesn’t really make sense anymore. It is a term which has 
been overused and generalized over here. There was a time few years back when you could call it an 
Underground scene, but now it’s quite different. The only proper Underground scene right now, 
would be the metal scene. Besides that, I think we have an indie or alternative scene right now. We 
have commercial music and then we have the alternative scene. And their genres are very different 
from each other, the commercial or mainstream being populated with pop or rock genres, and the 
alternative scene with so much more diverse genres. There was a time when there was a 
Underground scene, where there bands like Black, Cryptic Fate, Artcell even Powersurge. I think the 
Underground scene existed from the 1980s with bands like Rockstrata and Glad Tiders. The main 
breakthrough came in the late 90s and early 2000s when bands like Black, Artcell etc. took the 
Underground scene to a whole new level of recognition and fan following. They changed the music 
industry of Bangladesh. It involved a niche crowd, and this crowd grew. This Underground scene sort 
of dissolved itself in and around 2007. Now we have a lot of bands playing different genres of music, 
but I believe that they are trying different things on their own, sort of like the DIY philosophy of Punk. 
Outside Dhaka, Chittagong has a small Underground scene, Sylhet has a huge Underground scene. 
Rajshahi, Khulna, Comilla, Naraynganj etc. has small Underground scenes.    
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
 
I am the guitarist of the band called (…).  
 
3. Tell me about how and why are you involved with this scene. 
   
It wasn’t by choice. It has something to do with my music preference. I was in Chittagong when the 
Underground scene started to grow in the 2000s in Dhaka, and I found it to be an amazing movement. 
I quickly realized that this was the type of music I wanted to do and like me, more and more youth of 
the country realized that this was real, it wasn’t a rumour or a fad, you could do different genres of 
music in Bangladesh. This youth consisted of the niche crowd, but it was something with likeminded 
people, young, new and energetic.   
 
4. How long have you been involved with this scene? 
 
10 years, but seriously since 2004.  
 
5. What kind of music do you play? Why?  
 
Alternative. I’m inclined to post-rock and ambient music. I just like it, it comes to me. It makes me feel 
good.  
 
6. In which language do you usually sing your songs in? Why? 
 
Mixture of English and Bengali. When we do covers, we do it in English and our originals in Bengali.  
 
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
   169 
 
The underground or alternative scene and the mainstream scene – these are the two major scenes in 
the music industry of Bangladesh. The distinction is simple, the mainstream is the music for the mass 
public and the Underground scene is music for a niche audience. Music for the likeminded people and 
the niche crowd. And it’s always about relating to the mainstream scene. Artcell, when they made 
their first album, never dreamed that their genre of progressive metal would attract such a huge cult 
following all over Bangladesh. They didn’t plan to go mass, it just happened. Also, nowadays a lot 
bands make music for the international scene. My band for example, if we have two fans in Dhaka, we 
have two in Kuala Lumpur, two in Delhi, two in Bangkok. They are keener to listening to a new sound 
from a different country. If our music industry grows, I think we have a huge chance of taking our 
alternative scene to the globalized scenes. The mainstream musicians have to think about how 
commercially successful their album will be, whereas the underground musicians don’t think like that 
at all. They want recognition for their music, but not necessarily for commercial gain.   
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
By a lot musicians coming together because of their love for different genres of music. Take my band 
for example; the five of us comes from various different backgrounds of music. I wasn’t keen on a 
specific genre. My favourite genre keeps changing. But with this band, I can put all my favourite things 
together. In this scene, we can experiment and try new things, and express our feelings through 
different genres of music. 
 
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
Some bands just came up, or this scene came up, plainly out of some guys trying something new. 
Locally, some bands came out with the sole purpose of trying something new, not inspired so much 
by historical or political factors. But the bands that are coming out now, as opposed to the early 
2000s, have something to say. Our band for example, we focus on the social and political issues 
plaguing our country, and we believe that this alternative scene is the perfect place for our voice to 
be heard, because this scene is for the youth, and it isn’t mainstream, so we cannot be censored. 
Bands nowadays have more of a message and have been influenced by historical or political factors 
than ever before.   
 
10. What are the challenges you face every day as a member of this scene? 
Oh, so many. Media support is weird. To make a name for yourself through music in this country 
there are two ways. One, you are a new musician, and you push and lobby your way through the 
media channels and hierarchy, and suddenly find yourself to be very famous. Or two, just be patient, 
be yourself and see what happens. There are musicians here, who don’t even want commercial 
recognition. My band for example, we just concentrated on making quality music and performing a lot 
of gigs. At first two people knew us, then 20, then 40 and it slowly grew like this. Then, we had the FM 
radios and TV channels contacting us for our songs and music videos. Magazines and newspapers also 
started to cover us, and it just happened from there.  
 
11. What do you get from this scene?  
 
Massive fun and inner peace. I can’t imagine life without my music.  
 
12. What do you think is the future of this scene?  
 
Right now, I think there is a very bright future. Something huge is happening at the moment. In the 
last few years, international bands have toured Bangladesh, Bangladeshi bands have toured globally. 
Internet and social media are bringing the global alternative scenes together and we are 
communicating with each other seamlessly. I think this scene has a chance to go international.   
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
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They are all doing their own things. Hipsters. Guys and girls who dress smartly in latest fashions and 
accessories, who wear ear rings and keep long hair, shows that they are part of the Underground 
scene. Metal bands have their own outlook. Alternative rock bands have their different outlook as 
well. My band, we just wear what we like. The bands themselves give a lot thought to their band 
names and logos. Very western influenced – the whole Underground scene.  
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. A lot of bands still write songs in Bengali though. Music has been revolutionized. 
The bands in this scene are working at home studios, using the latest software and so the quality of 
music and the variety of genres have really improved nowadays. As far as stage acts go, I think we lack 
bands who concentrate on stage acts. This is one area we should improve. And lyrics are very 
important, especially for my band. We are always trying to produce better and more matured lyrics.   
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
It differs from bands to bands. My band’s identity as a whole is symbolic. We feel that we have 
created a circle of beliefs, where we are in agreement with ourselves and our fans. We have a 
message through our songs, and I think our hardcore fans get that message through our lyrics, music 
and fashion codes. Not through our performance, because I think we still suck at that. (Laughs)  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Uttara, Cuppa Coffee, National Auditorium, BISIC Auditorium, RCC -  there are no exclusive 
underground venues. All over the place. We even played in India and Malaysia.    
 
17. How and where do you record and rehearse your music? 
Practice pads, in gulshan and dhanmondi. In Bengal Studio and home studios.  
 
18. How do you manage the money to do all this? 
 
I have a separate job. I’m a copywriter; I work at an Ad Firm. I have to manage from my salary. We 
usually don’t get money from the concerts. We just recently bought our gears. It’s very difficult here. 
All the members in my band have day jobs.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
There are no huge separate labels, but Incurison and Animatix tries to do something, but their 
distribution is not good at all. Mushroom recently came up, they are an online label. Incursion is 
working the hardest to make an international standard label. There was this other indie label called 
Maroon Music, Rage Records etc. The major labels like Gseries and Deadline supports the 
Underground bands and musicians. The biggest problems are our record labels. Mainstream labels are 
totally unfair. No concept of copyrights, no royalty. It’s just crazy. Indie labels are trying a lot of new 
things, labels like Incursion, Mushroom etc. They are promising to give the proper royalties and 
protect the artist’s copyrights. Some telecomm companies are doing this these days, where they are 
sponsoring, distributing and promoting some albums of certain artists, where these artists are getting 
the proper remuneration for their music. But these artists are all marketable established artists, so 
the labels should come forward and try to do something for the new bands and this alternative scene. 
The talent is here, but we get no support. It’s really unfair.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Post-rock, Gent, everything.  
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21. Do you work on music projects outside this scene as well? 
Regularly. I play guitars with many artists.   
22. What do you do besides music, that is, do you have a separate job? 
Yes, Copywriter.  
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Extremely important. Very important. We can work with scenes and labels from outside. We are 
getting the crowd at shows by promotion through facebook. No one uses posters anymore. The 
crowds know where to look for which concerts. The new songs and albums are also promoted and 
distributed through the internet and social media sites.  
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some internet radio 
channels. TV channels like Desh TV, 71, ETV etc.  
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Participant Pseudo name: Jahangir 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
From my perspective, the underground is something that has not been endorsed, that is something 
that nobody has looked into or cared for, and something that comes from different set of audience 
who find their own niche in music. They try to find this sort of music out, they try to build 
communities around it, and they are not in media coverage or gaining mainstream popularity. This 
kind of community of audiences following niche music and the musicians involved in creating this 
niche music is the Underground scene in Bangladesh.    
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
 
I’m a promoter/concert organizer. I’m the owner of an event management company called (…).  
 
3. Tell me about how and why are you involved with this scene. 
   
I was first a musician back in the day. Then I quickly realized that in order to get gigs, one would have 
to organize gigs. Then I started to organize gigs as freelance, and back then there was a vibrant 
community of underground musicians and there were shows happening every week. I got my music 
sense from my mom and my business sense from my dad, so I decided to use these two things 
together and make a event management and artist management company called Live Square. I 
organize concerts, manage and promote artists, look after their online profiles, organize and manage 
tours for them, manage merchandizing and sponsorships for them etc etc. There is no structure in the 
Bangladeshi music industry, there are no proper record labels and artist management companies, so I 
thought that there is a chance here to do a business like this. I started organizing gigs from 
2003/2004. That’s how I got involved with the scene.  
 
It is passion driven. Then I also think there is a demand for this kind of business in Bangladesh. There 
is no structure and it is very challenging. But I feel that I contribute something new in the scene, and 
that drives me forward.    
 
4. How long have you been involved with this scene? 
 
As a fan for 15 years, started organizing from 2003/2004. That was a good time in the scene.   
 
5. What kind of music do you play? Why?  
 
N/A 
 
6. In which language do you usually sing your songs in? Why? 
 
N/A  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
It’s sort of disconnected and disjointed. I would divide this into 3 areas. Musicians as a group, the 
audience as a group and the media as a group. The mainstream is something where there is a bigger 
audience, more media coverage and some musicians. The underground is of course very different, 
where there is a small audience, hardly any media coverage, but the musicians do the music for this 
niche audience, for this core crowd and all they care about is remaining authentic and loyal to this 
core audience. When they move on to the mainstream scene, they tend to lose these loyal fans, 
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which have happened to a lot of bands in the early 2000s, but that’s just the way it is. Although I said 
there is a disconnect, there could have been a scope, or there is still a scope, to plug in the 
disconnections between the mainstream and Underground scene. You take some of these amazing 
Underground bands to the media, they would take them to the audience, that would create a 
demand for this sort of music and then you would bring more and more bands from the underground 
to the mainstream. Some bands have actually done this like Artcell, Black, Cryptic Fate, Shunno, 
Bohemian, Nemesis etc. they have all successfully made this transition.     
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
The underground music scene came about by a lot musicians coming together because of their love 
for different genres of music. There are two groups who were responsible here. The artists and the 
audiences. There are the audiences who love different genres of music like punk, thrash metal, goth, 
blues etc. and then there were musicians who started playing these kind of genres. These genres 
would not be played by the mainstream rock or mainstream pop artists, so these musicians found 
small venues to perform their kind of music, and the niche crowd found them out and they had a 
demand for different forms of music, which was not being fulfilled by the mainstream scene. So, 
altogether, the Underground scene was created. This became a community. This community grew, 
and from here, some bands made it into the mainstream.  
 
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
These Underground bands have been speaking about things that the mainstream artists never talk 
about. With their different genres of music and alternative lyrics, the Underground bands have always 
talked about sensitive issues regarding the social problems of Bangladesh, our history, our youth and 
their problems etc. Songs from the mainstream are almost always about love and sex. So, I believe 
this Underground scene was a movement, like the Grunge or Punk revolution, although it might not 
have had such a concrete philosophy back in the day. The Underground scene is at least a platform 
where different opinions could be voiced through songs. And this started way back from the 80s, 
where bands like Rockstrata and the original Warfaze started playing metal music in Bangladesh. 
When they started playing distorted guitars, this changed everything. They were talking about 
political issues, the youth and their frustrations and the underground niche crowd began from there. 
The young audience of that time could relate to this kind of music, more than the mainstream love 
songs. 
 
10. What are the challenges you face every day as a member of this scene? 
Oh, so many. That’s a huge question. (Laughs). The money is a huge problem. Doing music is not a 
socially acceptable job in Bangladesh. If you tell your parents that you want to be a music promoter, 
then you’d be thrown out of your house. That’s why I have a bed here (Laughs). Record labels aren’t 
supportive and they aren’t updated yet. Mindset is a huge challenge. The mindset of the audience, 
musicians, the record labels and promoters, the sound companies and the media has to change. It’s 
actually all related. We need to develop the audience’s ear as well, in my opinion. This is where the 
media comes in. If they promote good music from the Underground scene or wherever they can find 
it, then the audience will also slowly get used to this kind of music, and then there will be demand for 
this sort of good music. This would in turn take the industry forward. The sound companies also need 
to chip in, not charge too much money for all the shows. We all have to come down to the same 
frequency. Also there are political challenges -  there are so many strikes and political problems in our 
country which hinders all the industries, not just music. Economic challenges also include the kind of 
investments we get in the music industry, which is still very small compared to other entertainment 
industries like the Film industry or TV drama industry. Legal framework is also needs to be looked at. 
We are all at the developmental stage right now, and we need to work together to do get to the next 
stage. Venues are probably the biggest challenge I face every day. We don’t have enough venues and 
the ones we have are really expensive. There are no separate venues just for music and definitely 
none for underground music. Some venues have this motto, no drums allowed. So that just means 
that there would be no band music playing here. (Laughs) I guess it’s the generation gap, where the 
seniors still prefer our traditional music and eastern style of music, which doesn’t involve drums. But 
rock or metal music requires drums and it is the rebel culture, so no one wants to endorse rebels. 
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Unless you have some good connections, it’s very difficult to get hold of venues. Abroad, there are so 
many important venues, so many genres came out of some legendary venues.  
 
11. What do you get from this scene?  
It is my passion. But I believe I have created a hub through Live Square. We have connections with 
institutions abroad, we have connections with corporate companies and we of course have our 
artists. So we are trying to get artists from abroad to perform here and vice versa. I already have 
affiliations with Norway, Germany and India. The corporate companies are slowly giving us sponsors, 
when they are seeing that we are trying to do something new here and we are promoting good music. 
So we have started something, and we are trying to go the long haul, trying to create something 
sustainable and long lasting.  
 
12. What do you think is the future of this scene?  
 
With improving infrastructure and a developed industry, I think there is a very bright future.   
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
Back in 2003/2004 there was a strong sense of fashion code. With wearing the black clothes and 
metal bands logo t-shirts. Artcell fans would have a certain outlook and Black fans would have a 
different outlook. These days, they are all doing their own things. Hipsters. Guys and girls who dress 
smartly in latest fashions and accessories, who wear ear rings and keep long hair, shows that they are 
part of the Underground scene. Metal bands have their own outlook. They still have that sense of 
belongingness, they wear the metal accessories, the makeup and hairdos, the black apparels – they 
take these fashion codes and community outlook very seriously. Alternative rock bands have their 
different outlook as well. But it’s more like whatever we feel like wearing.   
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. A lot of bands still write songs in Bengali though. Previously the Underground 
scene was all about the rock and metal bands, now there are a lot more genres of bands, like blues 
and jazz. If you play rock or metal, you would do songs in Bengali. If the band caters to the upper class 
youth of the society then they may write in English. These bands and their audiences come from the 
English medium backgrounds and they also have access and good connections with abroad, with the 
international scenes. But blues and jazz bands are writing their songs in English.  
 
The lyrics of the Underground scene are usually very good, metaphorical and of good quality. But not 
just about love and stuff.  
 
The music in the Underground scene is very westernized. Song structure, compositions, instruments 
used are also very westernized. Only the lyrics are in Bengali. When I presented songs from Nemesis 
and Black abroad in some conferences, I found that the international audience could relate very easily 
with the music. It’s just that they didn’t understand the lyrics, because it was in Bengali.  
 
Stage performances need to be improved, in my opinion. Hardly any Underground bands have the 
proper set planned stage performances that they should have, while playing their genre of music. 
Some good ones are there, like Black, PowerSurge etc. It’s our culture. We don’t like taking risks. And 
stage acts include risks, it could work but it could fail. Ever since we were kids, we were told NOT to 
go wild. But I think stage act and performances are very important. You have to go wild, when you 
play thrash metal or hard rock. Another thing is, abroad, the audience is very close to the artists. In 
Bangladesh, the audience are very far away from the stage. After the main stage you have the VIP 
section, where the Aunties and elderly people are sitting all pissed off, and then 200ft away from the 
stage, you have the actual audience who are going crazy. So it is a difficult setting, where it’s hard to 
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feel the energy of the crowd and it is hard to feel the music of the bands performing. We need to 
bridge this gap, and take the VIP section out. (Laughs)      
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
It differs from bands to bands. (Laughs) I don’t think our bands have reached that level yet. But they 
are trying. It is also very difficult to hold on to a symbolic philosophy where the scene is so small any 
way. But there is a sense of rebellion. This is a place where rock and metal music are not our natural 
forms of music so even playing this kind of music is a form of rebellion by itself. Then sticking to this 
Underground scene, not doing what your parents expected you to do, every band has a sense of 
rebellion in that context.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Uttara, Cuppa Coffee, National Auditorium, BISIC Auditorium, RCC -  there are no exclusive 
underground venues. All over the place.  
 
17. How and where do you record and rehearse your music? 
Practice pads, in gulshan and dhanmondi. In Bengal Studio and home studios. Jingles are recorded in a 
lot of these small home studios. That’s very lucrative, and that is how these small studios survive. 
Along with the business of making ads, the underground musicians also record their music in these 
studios.  
 
18. How do you manage the money to do all this? 
 
It’s still at an investment stage. With an hope, that someday someone will break into the mainstream 
scene, where there is money. It’s how the market is, we all want instant results -  we want profit from 
our investments. This is perhaps possible in the mainstream scene, but definitely not in the 
Underground scene. If a corporate body is involved, then they would want to go with a band who is 
already established and massively popular. They wouldn’t back a new band, they wouldn’t promote a 
new artist to develop that artist into something huge. But you need the money and promotion at the 
developmental stage, something we don’t have at the moment. Even simple things, like buying 
expensive instruments. The new bands in our country are comprised of students, of youth, who are 
not expected to have a lot of money. They even need money to get gigs, as you know, the push-sell 
concept is there. So many musicians disappear because they get frustrated and they were not 
groomed properly. So this investment stage is the most difficult stage, and this is where the 
community feeling has to be there. The underground community has to help each other out, 
otherwise it will never work. This includes the audiences paying a certain amount of ticket money, 
some venues who won’t charge that much money, the bands won’t charge too much money and 
finally the promoters who are not looking for a profit but just to break even.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
The record label business is very different here in Bangladesh. Of course the digital wave came in. 
Abroad, if want to buy music nowadays, you would get it from iTunes or Amazon etc. We don’t have 
such services yet. Over here, you get downloads for free. And no one is complaining. We don’t have 
the proper legal systems at work, protecting the copy rights of artists. The big fish get some money 
from these downloads, from websites and telecomm companies, but the small guys get nothing. But 
these guys put their music up for free anyway, so that their songs get promoted and they can get gigs 
and earn money through performances. But this is hurting the industry as a whole.  
 
Record labels supporting the Underground scene, well there used to be Gseries who promoted this 
scene a lot back in the day. They took some Underground bands and their music in all the different 
parts of Bangladesh, at places where they would have never dreamed of reaching before. They really 
promoted their music through posters and CD distribution. But this culture has slowly died down due 
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to many problems in between these bands and Gseries. There are some new labels out there who are 
trying to enact the successful years, labels like DLM, Animatrix, Incursion. But they are struggling 
because Gseries was a major record label, and they had the strongest music distribution channel in 
Bangladesh. These smaller (indie) labels can spread the music amongst the niche crowd, but to spread 
the music further, you would need stronger distribution channel, which these labels are struggling to 
get a hold of.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Everything.  
21. Do you work on music projects outside this scene as well? 
Most underground musicians and producers do.   
22. What do you do besides music, that is, do you have a separate job? 
They kind of have to. They cannot survive without them.   
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Very important. We are getting the crowd at shows by promotion through facebook. No one uses 
posters anymore. The crowds know where to look for which concerts. The new songs and albums are 
also promoted and distributed through the internet and social media sites. But it has to be used right. 
Bands like Shunno, Nemesis, Crypic Fate etc. use these sites very well. But not all the bands can do 
this properly.  
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Live Square’s website is going to be launched very soon.  
 
Sonic, Playlist magazine.   
 
FM Radio ABC, Shadhin and some internet radio channels. Radio could have changed our music 
industry for ever. But FM radio also became commercial, focusing on TRP. So then they stopped 
highlighting talented new musicians in favour commercial artists.  
 
TV channels like Desh TV, 71, ETV etc. Not enough bands, too many channels. 
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Participant Pseudo name: Ridwan 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
The Underground scene has been there even before my time. When I was 13/14, late 80s, I remember 
my first concert which was at Engineer’s Institute Auditorium, we were going to this big Underground 
concert. At that time, the bands playing were Rockstrata and Warfaze, they were just starting out 
back then. This was in 1988/1989. Even before that, there were kids in my school who were trying to 
do music, trying to convince their parents to buy them some gears, and some of these kids finally 
made a band. They performed in my school’s football field, in 1986, and this was the first rock concert 
I witnessed. (Laughs) This was in Green Herald school. So, these Underground concerts with 
Rockstrata and Warfaze, these would happen a lot at that time, almost every weekend they would 
have a show. And these bands didn’t stick to one set, they were always upgrading their list and 
experimenting with new sounds and new songs. This commitment and enthusiasm is a bit lacking 
these days. It was very refreshing, and the energy was amazing at that time. Before this time, in the 
60s, my father told me that Azam Khan was actually underground at that time. He was trying rock 
songs and introduced this genre into the Bangladesh music scene. It was dominated by folk and pop 
songs, but Azam Khan brought in a new flavour, as my father told me. So, I guess every band or artist 
playing rock was at some point part of the Underground scene in Bangladesh. Later on, some of them 
broke out into the mainstream scene, as they got more popular and successful. That’s how it works in 
Bangladesh. But there is a contradiction here, some Underground bands actually gain that popularity 
and support within the Underground scene, and they don’t want to get out of that. They want to cater 
to their core fan base, not play commercial or pop music. Whatever the Underground scene was back 
in my day, it has changed a lot. It is still a platform for new and upcoming bands, but it isn’t 
necessarily a gateway to the mainstream scene any more. Very established and experienced bands 
choose to remain in the Underground scene, because they want to be loyal to their fans and be 
committed to their genre of music and composition, not sell out. They want to cater to their niche 
crowd, and be passionate about their music, not for any other reason. That’s the Underground scene 
to me.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
I’m a businessman. In the music scene, I’m the owner of Incursion Music, a record label, which has its 
own studio and jamming pad. We work with Underground bands and look after their management 
and tours etc. I also have a sound and lights company, under the same banner. I love music, so I invest 
a lot on it, not for profit, but for passion.   
 
3. Tell me about how and why are you involved with this scene. 
Way back. I wanted to be a musician when I was a teenager. So, my close friends from school and I 
used to love music. We idolized Led Zepp and Iron Maiden, and one fine day, we decided to make a 
band. Mind you, none of us could play any instrument or had any idea about playing music at that 
time. I remember making my first drum set with empty dano (powder milk brand) tins, and taking 
help from a car mechanic and his welding machine! I collected small sticks, and made them into drum 
sticks. And my other friends, they cut guitar shapes (Jackson and B.C. Rich) into cardboard and made 
make believe guitars, attaching strings and everything. After making our home made instruments, I 
actually remember play acting concerts and music video shoots. It was crazy, but we were young and 
stupid. We used to hang out at the record store called Rainbow, which was the only place for getting 
foreign rock albums, and we used to record mixed tapes from LPs and stuff. I loved that place.  
 
Seeing my enthusiasm, my father bought me my first Indian (cheap) drum set, and I took introductory 
classes from this music school in Dhanmondi. By this time, my friends also bought guitars and started 
to learn. In 1988, we made our first band, and called it Incursion. That’s how I got involved with the 
scene. We started doing shows in friend’s places and school etc. I noticed that there was no platform 
for us, it was the bands getting together themselves and organizing shows. Not for profit, but for 
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passion. Because we wanted to play and perform, and cater to our limited crowd of friends and 
mates. This is what inspired me, to open my own record label years later. So, right after Incursion 
started off, I had to move to the US, because my family was migrating there. By that time Sarfaraz 
became a very good guitarist, and I remember him meeting with Shakib, Farshed and all, and starting 
the band Cryptic Fate. I was gone for 13 years, but by this time Cryptic Fate became huge! Anyway, 
through my years in US, music always stuck with me. I used to hang out at a local music store, listen 
to the records, talk to the local musicians, listen to the radio, go to small gigs etc. It fascinated me, 
and I used to feel that why can’t I take this music and this scene back to Bangladesh? I wanted a job 
there, but I was too young, and they didn’t want to hire me at first. But seeing my dedication, that I 
used to go there every day, they finally agreed to hire me, and I was their youngest ever employee. 
This store was called Sound Warehouse, but it later on became known as Blockbuster Music, which 
became huge in the 90s. I worked there all my school years. Then I went to college in Dallas, where 
the first Virgin megastore opened up. I worked there as well, and actually became assistant manager. 
So all throughout my young years, I never let go my passion of music. I even played in a few bands 
throughout my school and college years. But after I was done with Uni, I decided to move back to 
Bangladesh, and I remember my parents being very supportive of that. After moving back, the whole 
scenario was different. All my friends either moved abroad, or left music as a whole. Cryptic Fate was 
huge, along with Artcell, Nemesis and there was a thriving Underground scene by then. I’m talking 
about the late 1990s and early 2000s. 
 
I wanted a jamming pad for myself, so that I could get back into doing music. So, my father gave me a 
room beside our family business office floor, and I turned that into a jamming pad. I started jamming 
again with Sarfaraz and CF and all. A lot of people started inquiring about this pad, and wanted to 
know if we would rent it out. I decided to start this jamming pad business, and called it Incursion 
Jamming Pad. This is how I got back into the music scene, and later on decided to make a studio and 
eventually a label. At the beginning though, I had little money, so two of my best friends Julian Lee 
and Kazi helped me out to start off our music business venture. They left later for other reasons, I was 
left with Incursion. I didn’t start out with a plan for a record label or studio. I was just curious about 
the bands that started to come in and rent my jamming pad. I started talking with them, and I got this 
really weird vibe from the Underground scene. It wasn’t doing well at all. When I left back in the day, 
the Underground scene was huge and rising. So I felt that something has to be done about this. These 
young bands were so talented, but they didn’t have any platform or any guidance. That’s what 
inspired me to continue in the music business.  
 
Then I got to know about this push-sell business, where a band would have to pay 3000tk to play in a 
gig. I thought this was Ludacris, even though I don’t blame the organizers completely, there was just 
no money coming in. I am talking about 2006. Then I started to organize a few concerts myself, just to 
promote my own jamming pad and basically investing money from my other businesses, just because 
I wanted to do something for these young bands, for this dying Underground scene.     
 
4. How long have you been involved with this scene? 
 
Since 1988.  
 
 
5. What kind of music do you play? Why?  
Heavy metal and rock. Well, we tried, we weren’t that good. We loved metal and rock.    
 
6. In which language do you usually sing your songs in? Why? 
English, since I mostly played covers all my life.  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
At some point, everything becomes about money. As an Artist, you either really want to play music 
and eventually make some money from it. Or, you start off by wanting to play music, and then, all you 
care about is making money. This happens everywhere in the world. So there are two sides to our 
music industry. Mainstream and UG, and the main difference is, a mainstream artist think about the 
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commercial side of music, and the Underground bands usually don’t.  band like Warfaze, for example, 
were originally UG, but they became huge and mainstream right now. But their case is one of those 
unique ones, where their main crowd pull is still from that niche audience of underground fans, but 
their appeal spreads out towards the mainstream crowd as well. And then there are other 
commercial artists like Habib, who is well known to a tea stall owner, and the CEO of a company. I 
don’t see that kind of appeal for Warfaze, but then again, that is mainly because of their genre of 
music. Habib is folk pop and Warfaze is metal. But these todays, the scene has changed a lot. These 
days, it is not unusual to see a big metal act as the final act of a huge concert. Back in the day, this was 
not possible, the pop artists would always be more famous. But these things are changing. Artcell is 
another good example. They have showed that you don’t have to play Pop to be mainstream. The 
underground people can afford not to think about money, because they usually come from rich 
families or have other businesses going on, and they do music as their hobby. But the mainstream 
artists have to think about money because they are professional musicians, and this shows in their 
music. That’s the main thing about underground artists and Mainstream artists.  
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
To the best of my knowledge, I guess it has a bit of history. I was talking with Shihab bhai, one of the 
best live sound engineers of the country, and he was talking about a time way back when Azam Khan 
was young and Miles was just starting off. There were no sound companies, no amps or other stage 
necessities. He was always obsessed with sound, so he remembers it in this way. This was right after 
the liberation war. There would be small get togethers, where some young musicians would perform 
with kaller mics (very old form of amps). He told me that his father bought him two big speakers from 
the US. He was close friends with Hamin bhai (Miles) and all. So, the Miles and Azam Khan would 
actually borrow these two speakers and perform in small get together in the fields or in small venues. 
So, I think that’s how the scene started. I believe that whatever socio-historical or political issues are 
there in a country, and especially at a time when the country just survived a war of nine months 
(Liberation War), music is something that heals the people and brings them together. So I think, at 
this critical time of our social and cultural history, the Underground scene as it became known as later 
on, was born. People involved with this scene were young musicians trying new sounds, new western 
influences and had a passion for trying something different.  
 
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
I think it all happened by chance. It’s about some people doing something new, about some patrons 
and some crazy people, who tried something and created this scene.  
 
10. What are the challenges you face every day as a member of this scene? 
The way I take challenges is that okay, there is a challenge. How do I turn it around, and make it an 
advantage, or an opportunity to do something good from this? That’s how I lived my life and that’s 
how I deal with challenges. There are so many challenges right now. The audience’s mind set of 
getting free music of the internet, the record labels and their backward ideas, the lack of money and 
venues and the attitude of the musicians, that they don’t want to work together to create a better 
platform for everyone.   
 
11. What do you get from this scene?  
If I can make someone’s day, someone’s month, someone’s minute, then I think it’s worth it. I don’t 
do this monetary value. I’m doing what I love, and to know that I could actually contribute to this 
scene or to a young musician’s life in a big way, really gives me the kind of satisfaction which cannot 
be bought by money.  
 
12. What do you think is the future of this scene?  
The Future is really great. If we can work together. And I think I need help from the other players of 
the industry. I do this because I can afford to do this, and I love doing it. But if other people help me 
out, then there’s just so much more we can achieve.    
 
Underground music scene as Cultural Production 
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13. What can you tell me about the fashion codes, style and identity of this scene?  
 
When I used to go to these shows back in the late 80s, we would wear metal logo t-shirts, jeans, 
denim jackets, converse sneakers etc. This look was in at that time, and the underground shows 
would be a place for this kind of fashion codes. No certain fashion these days. It’s about wearing what 
you want. It differs from bands to bands. This should be taken more seriously, but is not at the 
moment.    
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English and Bengali. Performance wise, the bands of today are better than the bands of the 80s. They 
really work on their performances these days. In the early 2000s, technical skills were not that 
common. But nowadays, the skills are of much better quality. They sound better as an unit. And along 
with these technical skills, they are much better performers these days. But the original Underground 
bands, with Roskstrata and Warfaze, they were very brave. They would wear tight pants, loose shirts, 
jump around - they didn’t care that this was not something normal in the Bangladeshi culture. The 
bands that followed, I think were more cautious about these things. These days, they Underground 
bands are very globalized, and they follow international scenes and trends, which is reflected in their 
lyrics, music, performances etc.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
It differs from bands to bands. I believe whenever an artist does something, it does have a message.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
I just organize some shows now, and I do that where ever I can.   
 
17. How and where do you record and rehearse your music? 
N/A  
 
18. How do you manage the money to do all this? 
 
I have a several businesses. The music segment is my passion. As far as the bands and musicians go, I 
believe the pioneering underground artists struggled a lot more than today’s bands. These days, even 
if a band is UG, if they perform well and have a good crowd following, then they usually get some 
money to play at a certain gig. Sometimes corporate companies invite them to play in their get 
togethers, picnics and programs, where they get paid handsomely. And there are even some 
merchandizing and telecom deals coming through for some bands. These things were unthinkable for 
the likes of Warfaze and Rockstrata in the beginning. They knew that they would need separate jobs 
or businesses if they want to play their genre of music. These days, the artists can at least make some 
money from their music, even if they are playing UG.    
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
The record labels these days have become a joke. We talk about piracy this piracy that. First of all, we 
don’t do anything about piracy in Bangladesh. It is a problem worldwide. We also hear that CDs don’t 
sell anymore. Well, CD is just the media. Before that we had cassettes, before that 8tracks, before 
that we had records – so the media is changing and will always change. The technologies have 
changed; everyone listens to music through their phones and ipods now. So, record labels need to 
adapt to this change, just like the labels in other countries has adapted. Instead of printing 50,000 
CDs, we will have to print only 10,000 CDs for the hard core collectors. The rest of the audience will 
buy the music online. We need to work together as a team, and create this working sustainable online 
music market platform, like itunes or amazon, and just move ahead. The record labels have to be the 
forerunners for this change. And I personally talked to a lot of people in the industry and we are trying 
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really hard to bring about this change. So, we should stop whining, stop complaining and do 
something about this, contribute in our own way.  
 
And that’s what I am trying to with Incursion records. We have a website, we sell music online, we 
promote our artists and gigs through social media and we also print collector’s items CDs. As more 
and more labels start doing something like this, then I believe our overall music industry will improve 
and move forward.  
 
Life outside the scene 
20. What kind of music do you listen to? 
Metal and Rock. But a bit of everything.  
21. Do you work on music projects outside this scene as well? 
N/A.  
22. What do you do besides music, that is, do you have a separate job? 
I’m a business man.    
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
It’s the way forward. I think piracy is a way of life. (Laugh). But I think the BD Government needs to 
take a few steps to upgrade our E-commerce section. There have been developments, but it hasn’t 
really become that popular yet. Also, piracy sites like polapain and doridro has to be explained that, 
they are responsible for killing the music scene of Bangladesh. Azam Khan died of poverty at an old 
age, and these piracy sites are partly to blame for this. So, they have to understand, and if they do, 
then I’m sure they will stop. They should instead incorporate selling the songs, not giving them away 
for free. Because I believe the audience will pay some money for their favourite artist’s song. If it’s 
affordable, then they will surely buy it.   
The internet is extremely important. Internet is all we have. That is our lifeline. Without this, there 
would be no Underground scene.   
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some internet radio 
channels. TV channels like Desh TV, 71, ETV etc.  
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Participant Pseudo name: Adil 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Underground music, as opposed to Mainstream music, is the kind of music that some musicians do, 
where the main audience is themselves. So if you have a bunch of musicians from a band, where they 
are playing music for other musicians, then that is the UG. This is different from pop music, because 
pop comes from the word popular, and if you want to play this kind of music then you have think 
about the audience’s demands, their tastes, and take a lot of other issues into consideration before 
writing a song. Whereas the Underground scene is, you like a certain type of music, and you play that 
genre of music, and you sincerely hope that other people like that kind of music that you are making.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
Vocalist and frontman of the Heavy Metal Band (…). We formed in 1993. We do shows, we make 
albums. We are pure part time musicians.  
 
3. Tell me about how and why are you involved with this scene. 
I got into heavy metal music since I was in class 7. Before that I wasn’t interested in music, I only had 
access to pop music through older cousins and their cassette collections, back then there were no 
MTV, Channel V or internet. Finally, I heard Iron Maiden. Then I went crazy. I’m really fortunate that 
all my good friends from school were all very deeply passionate about music, and through them I 
heard a lot of really amazing stuff. We used to get together, we used to jam with acoustic guitars. 
When I was in class 11, my friend Farshed and two guys from one class junior to us, Wahed and 
Sarfaraz, decided to form a band, and Farshed wanted me to play bass in this band. That’s how I got in 
the band. Then I took a friend of mine, Iresh Zaker, as the vocalist of this band. He was there for a 
year, then he left because of other priorities, so then I became the vocalist. This was in 1993. It was 
really difficult back then, because in order to get your music out there, you needed to release an 
album - a cassette basically. Unlike nowadays, where you can just upload a new song on FB and have 
the comments of a 1000 people just like that. In 1995, we made our first album, it was an English 
album. It only sold 2000 copies in Bangladesh. Then we decided to record in Bengali. We still hadn’t 
done any shows yet. In 1997, we recorded our second album in Bengali called Shreshtho, but no one 
wanted to release this heavy mental Bengali album, so it stayed dormant with us for 5 more years. 
But in 1997, we did our first show at a proper venue. From there, the buzz started going around about 
our band, and in 2001, we released our first Bengali single called Cholo Bangladesh in a mixed album 
called Chaarpotro. After that things became very easy. We started getting a lot of shows and we could 
release our albums whenever we wanted, etc. So, that is how I got into the scene.  
 
4. How long have you been involved with this scene? 
 
Since 1993. 20 years.  
 
 
5. What kind of music do you play? Why?  
Heavy metal, because we love heavy metal. My band mates listen to everything. But when we get 
together to play, we just produce metal. I can’t explain it, it just happens, it’s just in us.    
 
6. In which language do you usually sing your songs in? Why? 
 
Mixture of English and Bengali. When we do covers, we do it in English and our originals in Bengali. 
With our first album, we wanted to show everyone that it’s possible to produce heavy metal music in 
English from Bangladesh. In fact, our first album was very favourably reviewed by Marty Friedman of 
Megadeath back in the day. We actually got a letter from him in 1995. Then we realized that we 
   183 
 
cannot get anywhere by singing in English in Bangladesh, so we started writing in Bengali. If we do too 
many original English songs, then the crowd doesn’t like it. So these days, we most play original 
Bengali songs, with some covers in English.  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
I think there is a connection between the Underground scene and the mainstream scene. The 
underground is where you experiment. The underground is where you do a lot of different things, 
which you are not afraid to sound bogus or really good. As you experiment, you hit something which 
is so fresh and so new, and that it can connect with the mass crowd. That is when the crossover 
happens. Artcell is the greatest example. You see, Artcell has this magic melody in their songs which 
we don’t have. So if someone says Artcell got mainstream popularity because they play hard rock, 
that’s bullshit. They are a full fledge progressive rock/heavy metal band, and they became famous 
with that genre of music. It’s like the songs of Iron Maiden, it’s like Metallica’s Black album, there is 
just something in their songs that makes them very desirable to a bigger audience. That’s how the 
cross over happens. I don’t think they ever planned to cater to the bigger audience, but it just 
happened through their music. And that’s the greatest example of an underground band crossing 
over to the mainstream scene. This happens all over the world, and in Bangladesh, artcell successfully 
came from the Underground scene and became known throughout the metro cities of Bangladesh as 
one of the biggest bands of all time.  
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
I think the Underground scene comes from a class of people, a group of people, who are dissatisfied 
with the current mainstream music scene. We had amazing pop/rock artists like Azam Khan, James, 
Ayub Bacchu, Feedback, Miles. But we wanted something more. Rockstrata and Warfaze gave us a 
hint of that kind of music. But Rockstrata only produced one album and Warfaze had two before 
taking a hiatus - it was all very stop and start. But the people were getting an idea that a different 
type of music possible. Access to foreign music also started to grow with time. In the 80s, access was 
very difficult. That music store called Rainbow played a very significant role. So, the Underground 
scene was a revolution, and you have a revolution when the people are dissatisfied with the music, 
dissatisfied with what the music is saying, not every song has to be about how much you love your 
mate. Sometimes, the songs may have something more to say, and say it in a different way. That’s 
where we came from. I wanted to start heavy metal in Bangladesh. I wanted to add my voice to what 
Rockstrata and Warfaze started. But I suppose I can give you all these reasons now. Back then, it was 
all about oh my god Iron Maiden is cool, I think we can be bigger than Rockstrata and Warfaze etc. It 
was more, plug and play.  
 
 
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
I think it all happened by chance. It’s about some people doing something new, about some patrons 
and some crazy people, who tried something and created this scene.  
 
10. What are the challenges you face every day as a member of this scene? 
(Phew) Many. But it’s important that I point out, that these challenges I face are from the point of 
view of a part time musician, not a full time professional musician, where it’s a completely different 
story. For me the main challenges are: getting a good sound at the studio, getting a good sound on 
stage.   
 
11. What do you get from this scene?  
My dream is that, when I’m dead, people will remember my music. The fathers will tell their kids 
about a band called (…), and they were awesome. The kids will say, oh my god, this kind music is so 
old. But later, they will try our songs, and actually like it a bit. Like what happened with me and Black 
Sabbath and Led Zepp. I thought it was old man’s music, until I really started to hear them and 
   184 
 
understand how awesome they are. I believe that metal is for kids, not for 35 year olds. So, I want 
kids of future generation to enjoy our music. That’s what I want from this scene.  
 
12. What do you think is the future of this scene?  
Future is bright. Maybe we will all go international one day. It just might happen soon. I think bands 
should stick it through and experiment. Bands reach their prime on their 3rd albums. But these days 
bands break up after the first album, sometimes they just release 2 singles and break up. That’s not 
good enough. Bands have to stick together, try new stuff, fail miserably in the process, but it doesn’t 
matter. At least you fail knowing that you tried something new. Specifically talking about metal bands, 
you have to understand that metal music all around the world has hit a rut. So metal bands here 
should try a new sound, try experimenting, not be afraid of failing and only then something fresh and 
amazing will come out.   
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
No certain fashion. It’s about wearing what you want. It differs from bands to bands. This should be 
taken more seriously, but is not at the moment. For my band, we basically wear what we want. I 
started wearing superhero t-shirts back in the 90s, but now everyone wears superhero t-shirts. I 
started wearing it because I loved comics and the superhero culture. I believe that when you are 
performing, you should have a look and that should mean something. When someone goes to a show, 
the audience deserves something more than just the music. Something more theatrical, something 
more audio visually appealing.   
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
English and Bengali. Performance wise, the bands of today are better than the bands of the 80s. They 
really work on their performances these days. In the early 2000s, technical skills were not that 
common. But nowadays, the skills are of much better quality. They sound better as an unit. And along 
with these technical skills, they are much better performers these days. Bands like Aurthohin, 
Nemesis etc. are very good performers and they take it very seriously. I’m dissatisfied with the lyrics 
of this scene. I don’t like my own lyrics, I write all the lyrics of my band. It’s always about some 
aggression, darkness, frustration etc. But my friend was saying that this genre is metal, and it’s very 
difficult to write beautiful lyrics for this genre. But I believe that it’s an excuse. I think it’s possible, but 
we just haven’t been able to do that yet. A lot of bands in Bangladesh have other people (Lyricists) 
writing songs for them. My personal opinion is that a Rock band should have something to say and 
they should come up with their own lyrics, even if they are not very good writers. Even if it sounds like 
shit. It’s your shit.  
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
It differs from bands to bands. I believe whenever an artist does something, it does have a message. 
But I don’t know what our message is. It’s totally up to the audience.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Dhanmondi, Gulshan, Uttara, Cuppa Coffee, National Auditorium, BICC Audiotorium, MA Aziz 
Stadium, Army Stadium, many schools, colleges and universities. BISIC Auditorium, RCC - there are no 
exclusive underground venues. All over the place. Outside Dhaka as well.  We only try to play in 
slightly larger venues, these days.  
 
17. How and where do you record and rehearse your music? 
First and second album at Sound Garden studio. 3
rd
 album was recorded at Art of Noise studio. 4
th
 
album will be recorded at Bengal Studio. We have our own practice pad, which is basically at 
Farshed’s place, where we have set up CF’s own jamming space MashAllah.  
 
18. How do you manage the money to do all this? 
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I have a separate job. I work at an Ad firm. I have to manage from my salary. The situation is vastly 
different than before. When I started out, you had to manage the money from somewhere, but it was 
very difficult. Kids these days beg their parents, and somehow they manage to come up with some 
money to buy instruments and record their music. These days you have access to cheaper 
instruments and you can download pirated recording softwares, where you can record your song at 
your own home.  You can even record a demo at your jamming space using only your phone. Before, 
it wasn’t like this. We would hear our song for the first time, at the studio itself, where we have 
already paid the money, so we can’t do anything about it. It was about spending a lot of money, 
which we didn’t have. Nowadays, these things are a lot easier and it doesn’t take that much money. In 
Bangladesh, if you want to do underground music, either you want to be a music director who is 
making jingles for ads (that’s how you earn money). Even all the big names, like Habib and Fuad make 
money through ad music. So either you have to be a music director, or you have to have a job and 
music has to be your hobby. Otherwise you are finished. (Laughs) If you want do underground music 
in this country, then you have to be extremely passionate about it, and accept the fact that you won’t 
make any money from this, it can’t be anything more than your hobby. We (CF), whatever money we 
make, we invest it back on the band. We don’t take any money out of this for profit. For the last 10 
years, we have the philosophy that we won’t invest any more money into the band, but the band will 
invest money for itself. And MashAllah, it has worked for us, whatever we made recently, like creating 
our own practice pad etc., has been generated by the band. If you do quality music, you cannot just 
be a musician. Miles is not a professional band, they all have separate jobs. James is a businessman. 
These are the smart guys. Fuad Nasser Babu is a full time musician, but he is a music director, so he 
makes a lot of money off making jingles. Ayub Bacchu is the other full time musician, but he suffers 
because he cannot always make the kind of quality of music he wants to. He has to sell out sometimes 
to cater to the commercial market and the mainstream audience.   
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
Talking about Underground scene and record labels, I have to give credit to two people. Khalid Bhai 
(Gseries owner) and Shumon Bhai (Aurthohin Frontman). These two basically gave a lifeline to the 
Underground bands in the early 2000s. Bands like Artcell, Black and Nemesis, what they didn’t have to 
go through because of the support of Gseries, we had to go through. When we brought out our first 
album Ends are Forever, we had to print the cassette cover ourselves taking money from our parents, 
and the 5000 posters we printed, we also did that with our own money. We went to a lot of different 
record labels with our 2
nd
 album Sreshtho, and some labels were polite enough to say that they aren’t 
interested in releasing this album. Others, like Sangeeta, literally laughed at our faces. Saying that we 
must be crazy to think that this genre of music would ever come out in the Bangladeshi market. Then 
we went back to Soundtek, and they gave us the same deal as for our first album, we distribute the 
cassettes, you print the covers and posters. We said no, we spent 52K taka to record this album, so 
you pay us that, and then you can have the rights to our album. They obviously refused. We sat with 
this for 5 years. Then we released Cholo Bangladesh through Durey Bhai’s album, and it became a 
massive hit in the Underground scene. Shumon Bhai called me up and told me that he would take me 
to Gseries and work out a deal to release our Sreshtho album. What I also did back then, I was in the 
ad business, and the Pepsi country manager was my friend. So I managed a lot of sponsorships for 
these underground mixed albums coming out from Gseries, and so Khalid Bhai became very close to 
me and promised to support my band all throughout. Literally because of Khalid Bhai and Shumon 
Bhai, because of Gseries, the Underground scene picked up. Although Gseries has a bad reputation 
that they don’t pay bands properly, they always paid our studio costs, so we cannot complain. Also, at 
that time there were no other labels. Nowadays, there are some new labels like DLM, Rage, Incursion 
so there are some alternatives to Gseries now. The owner of Incursion is a rich guy, who is also my 
friend. So I hope he remains rich all his life and continues to support the music scene. Because you 
see, rich guys have to support the arts, this is what happens all over the world.  
 
Life outside the scene 
20. What kind of music do you listen to? 
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Metal and Thrash Metal. But a bit of everything.  
21. Do you work on music projects outside this scene as well? 
Yea. I sing in some jingles, sometimes I compose jingles. I also guest perform with other musicians 
from time to time.  
22. What do you do besides music, that is, do you have a separate job? 
Yes, Creative Director at Asiatic (ad firm). The whole band is involved with music as a hobby, and we 
all have separate jobs. We are not professional musicians, we are amateurs musicians.   
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
It’s the way forward. I think piracy is a way of life. (Laugh). But I think the BD Government needs to 
take a few steps to upgrade our E-commerce section. There have been developments, but it hasn’t 
really become that popular yet. Also, piracy sites like polapain and doridro has to be explained that, 
they are responsible for killing the music scene of Bangladesh. Azam Khan died of poverty at an old 
age, and these piracy sites are partly to blame for this. So, they have to understand, and if they do, 
then I’m sure they will stop. They should instead incorporate selling the songs, not giving them away 
for free. Because I believe the audience will pay some money for their favourite artist’s song. If it’s 
affordable, then they will surely buy it.   
The internet is extremely important. Internet is all we have. That is our lifeline. Without this, there 
would be no Underground scene.   
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some internet radio 
channels. TV channels like Desh TV, 71, ETV etc.  
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Participant Pseudo name: Tariff  
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Underground Music comprises a range of different musical genres that operate outside of mainstream culture. 
In Bangladesh is no difference. We are basically a country who has very enriched musicial back bond. Lalon, 
Bahul, Bhati wali, Norzrul, Robondhra Shangeet are the basic back of the music of our own culture. But in the 
21
st
 century with all other changes in life style Music is also getting a new westernization dimension.  With the 
easy access of internet youth is getting the touch of western music in their life style. The concept of Band 
music started at 70’s and got popular among the mass in early 90’s. But what is underground music? 
Internationally The term "underground music" has been applied to various artistic movements, for instance 
the psychedelic music movement of the mid-1960s, but the term has in more recent decades come to be 
defined by any musicians who tend to avoid the trappings of the mainstream commercial music industry. In 
our country it also the same. To most of the musician (early day’s) is mainly the form of music, Playing style, 
Lifestyle. Mainly Heavy form of music is called as Underground music where you express yourself the way you 
want to without thing about the commercial perspective. Very renowned Underground bands in Bangladesh 
are Cryptic fate, Artcell, Black, Aurthohin and lot more. Now the question is how long these bands are call as 
underground. As long as they just love to do music with the believes they started and without compromising 
their expressions. In if these underground bands got huge popular in mass audience but still belong to who 
they are also called underground bands. This is a very common way of thing in Bangladesh underground fans.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?  
 
I am a musician of a heavy metal band called (…) I am the vocalist. Also works as a promoter, Organizer at 
Bangla Trac media, and involved with record label called Qinetic Music. 
 
3. Tell me about how and why are you involved with this scene. 
As a musician I am involved with this scene from 2003. Before that I use to be a regular concert follower from 
2001. Being a musician when I started my music career I saw the how Senior brothers from Aurthohin (Sumon 
Bhai), Ershad from Artcell, Tony from Black are working for the scene. As a musician when I started growing, 
also got myself tagged with many activities to improve the scene. Started organizing concerts from 2003 and 
still continuing this. Also have performed my big numbers of concerts. Trust it was serious hectic since here 
you don’t get that much appreciation or monitory value for your hard work. Not even the motivation. But still 
all the musician are carrying it. 
Why? 
Because the love for the Music. Trust me. It’s the unlimited love for the heavy music. Another very important 
factor is you are a Rock or heavy metal musician; you are also the believers of that. One of the core 
components of Rock or heavy music is you will never loose, the arrogant to prove yourself and your believes is 
huge motivator for the Underground Musician. Doesn’t matter what comes on your way you have the believe 
that you will cross it over if you are a underground musician. Probably that’s why I am involve badly with this 
scene. 
 
 
4. How long have you been involved with this scene? 
12 years as a listener and 10  years as a musician, organizer, few years as a promoter. 
 
 
5. What kind of music do you play? Why?  
 
I am Heavy metal Music. If you ask why, my answer will be I feel that from the bottom of my heart. I am an 
aggressive person in my life( Aggressive thinking) but not extremist. That’s why heavy metal riffs touches my 
brains, the vocal line with melody guitar solo I can literally go through my veins.  But most important thing is 
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the lyrics. The positive thinking of that, talks about the environments that is imiler to my surroundings. May 
these are the reason I do Heavy metal music.  
 
 
6. In which language do you usually sing your songs in? Why? 
 
Usually we sing in Bangla since this is the mother language and best way express our emotions. But recently 
are also working with English lyrics because we are trying to reach the global boundary. For that language is a 
factor. But we are not going to stop doing music in Bangla. Because we feel this language more than anything 
of the whole world. 
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
Basically this is more like a pipe line for main stream. You do well in Underground shows; you get chances in 
Underground based Mixed albums. Than after couple of mixed album when you have a certain reach of 
audience you work for your album. Than to do well and perform with other Mainstream musicians.  
 
 
 
8. Socio-historical Background of this scene 
 
 
9. Why do you think this underground music scene came into existence?  
 
I think Heavy music is a psychological form of music where you get to talk to yourself and you cross yours inner 
boundaries. From youth lot of people are try to explore their souls and also have the courage to speak against 
the social made rules and value which they don’t feel for. Also heavy music is not for ordinary listeners. So very 
few people get to understand initially underground musician’s values. So they start is from a small place than 
they spread their believes in mass. 
 
 
10. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
Covered in point 9 
 
11. What are the challenges you face every day as a member of this scene?  
 
1
st
 thing is generation gaps in believes. Accepting the cultural changes is a big issue. We are not hurting or 
want to hurt other music believer. But it’s tuff for them to accept the new trend. But in the definition of 
culture there is it will change will the surroundings. Other issues it proper support to this music. No venues are 
there. Only have very few and those are small in capacity and also high priced. So sponsors come into. Since 
the venues are small so very few sponsors show their interest. Most of the time organizers are doing it by 
knowing the amount of loss. But still they do because of the love to this music. Mixed album takes place where 
the bands who are performing regularly in gigs(mostly do cover songs) get a chance to expose their own sound 
to the audience. Most popular mixed album is Aguntuk series Sumon, Rock Compilation by Iqbal Asif jewel.  
These albums are done also in personal interest and investment. Records companies fail to pay proper value to 
musician and most of the cases bands bear their own recording cost. After that for the entire band most 
important is stage for the band is their solo album. It’s hard for the new bands to find a label. Than recording 
cost lot of cases are up on the Bands and sometimes the labels bear the cost of Recording. Renoun artist gets 
remuneration but most of the cases doesn’t happen for the underground bands. 
 
It’s not labels are also making huge profit. Out of 100 probably 10 hit albums for Underground bands. Because 
of the Cd prices the company fails to make enough profit. Cd market price to end customers are 50 BDt where 
the companies are selling to the retailers to 35-38 taka. Costing per Cd print, write, posters and promotion 
almost 28 taka. So if the company cannot make a profit of 10 taka with the risk of Cd return if it’s not sold it 
kind of pointless for them to do business. More than the core fan or dedicated fans are busy with illegally 
downloading the songs from internet of copying via pen drive has the most significant effects on CD selling. It’s 
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not highly prices. It’s just the mentality of not buying the Cd is a killer for the underground  music. Now  this 
issue of the sound engineer and proper recording equipment’s issue. We hardly get to have good studio’s with 
proper equipment where the sound engineers  know’s how to use it. 
12. What do you get from this scene?  
Mental satisfaction and inner peace. 
 
13. What do you think is the future of this scene?  
Bands are highly potential and determine. The quality of the music is international. All it need it proper 
cooperation, respect, motivation and value to the artwork. We are not far away from reaching international. 
As a member of Mechanix I can tell you we have launched the 1
st
 international of ours “Enemy within” in the 
entire online music store. Launched also the 1
st
 music video which is appreciated and viewed by lot of 
foreigners.  
 
14. Underground music scene as Cultural Production 
 
Covered in point 1 
 
15. What can you tell me about the fashion codes, style and identity of this scene?  
Like the international rock scene Underground music lovers also wear black, long hairs. Also the music speaks 
in their life style. Though drugs issues comes with that. Drugs still have not that much effect. But Still need to 
be careful and spread among the musician of its bad effect. 
 
16. Tell me about the language, lyrics, music and performances of this scene. 
Most of them do it in Bangla but recently lot of musicians are doing it in English. Because of of musician are 
getting international scene and also the recent market condition in Bangladesh is not that colourful for the 
musician. So they are trying to break the shekel  
17. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
 
18. Where do you play your gigs? Tell me about these venues and gigs. 
Mostly in Russian cultural centre. Also have played almost all the venues including big stadium concerts, in 
different school collage universities. Also played in many Tv & radio shows. 
 
19. How and where do you record and rehearse your music? 
For rehearsal we use our own practice pad. Regularly we do practice in Friday whole night. From 10am to 6pm. 
It’s a long time practice session but very well for band chemistry, Inner bonding between the band mates. Also 
in day time every one is busy with work, lot of traffic jam. So working at night is easier. Also we can 
concentrate at night more effectively. Mostly we record the songs in studios. Not of this art by jewel bhai we 
use a lot. Also for drums take we used Bangal, Dream desk. For instruments mostly we use our own gears, but 
some other things such as guitar amps, we rent it out. Sometimes we do take gears from other musician. 
Depending on the sound and style of the song. 
 
20. How do you manage the money to do all this?  
 
Own pocket, at starting age saving our daily pocket money, now  a days, those  who work in different places 
we give our valuable salary, Also the Amount of money we get from concerts we also invest that on different 
band purpose.  
 
21. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
Record labels so far for the underground musician is G series and DLM. In the age of Ipod and other mobile 
music device buying physical Cd is almost fading away. Few people still look for the physical evidence. But 
most of them actually don’t get the time to travel so much in this traffic jam. Since the product cost is very 
minimum is has loose the exclusivity. What is that for buying 50 taka Cd you need to spend 100 taka CNG cost 
and have to find it really hard. So labels are not able to give proper monitory value to the artist. It’s time to 
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find the digital distribution which will reduce the cost of Physical production. Qinetic music is coming with this 
new concept of digital selling both locally and internationally. So far we have launched Mechanix’s Enemy 
within internationally. For local market We are introducing Q card. Where buyers can buy the card and screah 
the card and put the download codes in doanload section of www.qineticmusic.com/downloads . Apart from 
that also we are going for physical distribution very soon. 
 
22. Life outside the scene 
 
There is no life without the scene. I live this music, love this music. 
 
23. What kind of music do you listen to? 
All kind music as long as they are good to my ears. 
 
24. Do you work on music projects outside this scene as well? 
 
Nope. 
 
25. What do you do besides music, that is, do you have a separate job? 
Yes. I do Job. But part of my job is related with Music and also work in VAS industry.  
 
26. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
 
Very important so far. They way digital music is growing all it needs is a good song for you. If you have a good 
song you don’t need any help from any one. People will look for you. That will be only possible through 
Facebook, youtube, reverbnation etc sites. Also we can to know our fans pluse at the same time.   
 
27. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them.  
 
So far Playlist, Sonic magazine is doing a great job. Also thanks to Abc radio, desh Tv, ETV (EML), Ekkatur TV for 
their huge contribution.  
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Asif  
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
The underground scene is a vital part of mainstream music scene of Bangladesh. Here all the underground  
bands of Bangladesh perform on stage. Sometimes also others band from mainstream music perform with 
them as a headliner. Here the musicians are independent. They do music according to their own choice 
and don’t bother anyone whatever they think about them. To create own music isn’t mandatory here. 
Mostly the underground bands cover songs of Bangladeshi bands and foreign bands. The crowd of 
underground are the best crowd forever. They make the musicians go crazy on stage by cheering them 
with head-banging, singing, clapping etc. It is called underground because the bands which create the 
underground scene they are underground. They don’t perform in stadium or in an open yard. They always 
perform in an auditorium, garage, basement etc. For example-The shopkeeper beside your home may 
know Aiyub bachhu or James but they don’t know the underground bands even they don’t know anything 
about their music that is why it is called underground. 
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?  
I am a musician and play lead guitar in a band named (…). I also organized some underground shows in 
need. 
 
3. Tell me about how and why are you involved with this scene. 
I played guitar and wanted to form a band. After forming band we needed a platform to perform and 
underground music was only the platform for new comers then. Thus I involved with this scene. 
 
4. How long have you been involved with this scene? 
For 3 years. 
 
5. What kind of music do you play? Why?  
Our band genre is mainly progressive rock. We play this kind of music because it touches our heart, we 
feel for it. All of our compositions are from Rock genre. But at the time of covering song  in underground 
shows we cover songs of different bands. We also cover progressive metal, hard rock songs for bringing 
variation and gathering knowledge from the other genres. 
 
6. In which language do you usually sing your songs in? Why?                                                                                                              
We usually sing our songs in Bengali because it is our mother tongue. We also sing song in English as it is 
an international language and most of the popular bands of the world sing song in English. So for covering 
their song we have to do so. 
           
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
This scene is one of the most major part of other music scenes/ mainstream scenes of Bangladesh. 
Because most of the new generation bands which are established and famous all over the country started 
their career  in underground music. At present most of the bands start their career in underground music 
and when they gather experience after doing several gigs they make their own composition and come out. 
So at present we are getting new talents in mainstream scenes from underground scene. 
 
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence?  
I think this music scene came into existence because people love this kind of music. It makes them excited 
and they enjoy the music much. You can compare it also with drugs. As it is tough to keep an addicted 
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person in a distance place from drugs, it is also tough to keep the underground crowd far from 
underground music. 
 
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth  
       to this scene? Explain. 
I am not an anthropologist but I think the madness of people and passion for music created this scene. 
 
10. What are the challenges you face every day as a member of this scene?                                                                                                         
I face a lot of challenges as a member of this scene. Firstly, I face financial challenges. U need money for 
buying instruments, practice pad, arranging shows etc.  Next, I face challenges in managing time. As I am a 
student, I have a lot of pressure of study. I have to manage time for both and sometimes I fail to do that. 
Next, Politics is done in the time of giving platform. Some organizers take money from the band for giving 
them platform which is called push sell. In some albums they don’t give platform by judging talent. Rather 
they sell platform or give platform to them who has reference or link. 
  
11. What do you get from this scene?  
We get a platform and lot of experiences from the scene. Though there are many obstacles, it is the best 
platform for the new comers. Many of us have passion for music but they are busy with their personal life. 
As a result they can not do music professionally. So they do underground music for satisfying their thirst of 
music. 
 
12. What do you think is the future of this scene?  
This scene is the fastest growing music scene of Bangladesh. Now it is the largest music community in 
Bangladesh. I think if some obstacles of the scene can be lessened in future most of the bands will 
come out to main stream from this scene. 
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
The musicians wear normal dresses. Some of them wear jeans pants with t-shirt of foreign bands or 
musicians. Some wear 3-quarter or half pant with t-shirt. Some keep their hair long and moustache. Some 
spike their hair. There isn’t any particular style it varies from person to person. But obviously they don’t 
wear any formal dresses. 
 
14. Tell me about the language, lyrics, music and performances of this scene.                                                                         
Mostly the language for music and communication is Bengali and English. Underground musicians are 
independent. So they are not bound to do any particular kind of music. The bands can be from any genre 
like progressive rock, hard rock, progressive metal, hard metal, black metal, groovy metal, symphonic 
rock, symphonic metal, thrash, death metal etc genres. The band also can cover any genres song. 
Sometimes also they cover different genres song which they don’t follow for bringing variation or 
gathering experience. And the bands try to cheer the crowd with their performance. When they give 
superb performance the crowd also reply them with head-banging, clapping etc. 
 
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
Mostly we play our gigs in an underground place like auditorium, basement, garage etc. The venue’s 
audience capacity is around 300-500. When we choose the venue as an auditorium, it comes with air 
condition, generator etc. facilities. We take sound system which is required for the venue. Sometimes we 
get sponsor for the gig and it makes our work easy. In a gig 5-25 band performs together. The organizer is 
the all in all of a gig and he manages everything. If we do not get sponsor then loss is must in an 
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underground gig because it is not possible to get the cost from selling tickets. For this reason, sometimes 
organizers sell the slots of a gig which is known as push sell. 
 
17. How and where do you record and rehearse your music? 
We record our music in recording studio and practice in practice pad. Some of us record the demo of their 
music in their home by computer. 
18. How do you manage the money to do all this?  
It is the most difficult job for us. Most of us are student and we don’t have any job. So we have to manage 
the money from our home. I am lucky that my family supports me for music but for others it is not so easy. 
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
There are many record labels in the country but unfortunately we haven’t any separate record labels. 
There are g-series, e-music, Fahim music, animatix record etc. The record labels mostly work with the 
mainstream bands. If the underground bands want to release their songs in an album they have to pay 
money to the record label. 
 
 
 
 
Life outside the scene 
20. What kind of music do you listen to? 
I listen to every kind of music but I like rock music much. 
 
21. Do you work on music projects outside this scene as well? 
Sometimes I perform in open air shows and I compose my solo music. 
 
22. What do you do besides music, that is, do you have a separate job? 
I am a student. So I have my studies and personal life besides music. 
 
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
Internet and social media is very important. For example I keep connected with the whole music 
world through this. In our facebook fan page we update our new music, gig information videos, 
pictures etc. We also get information about gigs and other bands through internet and social media. 
 
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
  
Yes at present there is a TV show which is dedicated to this music. In ETV there is a show named EML Full 
GAIN. In the show they capture underground gigs, they call underground bands, they promote album 
launching etc. 
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Participant Pseudo names: Ranjib (R) and Alisha (A) 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Ranjib: That’s really funny because I didn’t have any idea about what is underground music until I 
started working at Daily Star as a journalist. I used to think, underground mean really under the 
ground or something (Laughs). I understood that it’s something different from the mainstream, but 
there are no real criterions to call a band UG. Because it seems that most new bands who start doing 
well in concerts wants to be interviewed in newspapers and magazines and they want to perform in 
live TV shows. So how can they be called UG? Maybe Orator is an exception, but they also do 
interviews in mainstream media, so I don’t know. As far as I understand, the underground music is 
meant to be limited and for a niche crowd, and in that sense, yes, we do have an Underground scene. 
All the bands that are doing well right now in Bangladesh, they were all underground at one point. 
Because before this niche crowd was very small, but it has grown a lot in the last 10 years and bands 
like Cryptic Fate and Artcell are really huge, even though they started from the Underground scene.  
 
Alisha: Real Underground bands don’t always look for promotion, they just pertain to their niche 
crowd, and they release their songs and albums through alternative distribution channels, which is 
never as vast as mainstream distribution channels. In that sense, we don’t really have Underground 
bands in Bangladesh. What happens here is that a few friends usually get together, make a band, so a 
few shows. Then if they become a bit popular, they look for promotion, interviews and try to land 
slots at bigger shows etc. This band Orator that was just mentioned, well they were truly UG. They are 
a Bangaldeshi band whose album got released from an US label and we didn’t even know about them 
until recently. They claim that they are not up for promoting themselves, and if they make good 
music, their kind of crowd will find them out and follow their work. But what has happened recently, 
is that they do regular shows, want and get quite a lot of promotion, they give FB statuses like going 
to perform in Thailand tomorrow etc etc. So I think they are not even true underground anymore, and 
neither are bands like PowerSurge and Mechanix and all. That’s just my opinion.  
N: What we do have is a platform. New bands are usually deemed as underground and they also call 
themselves underground to get shows in the small venues and stuff. If they get a good response from 
the crowd and develop a growing fan base, they start promoting their music through FB, youtube, 
reverbnation, soundcloud and via any major media that will give them exposure. Slowly, they 
sometimes release an album under a major label and then they sometimes drop the title 
underground and just become mainstream. Sometimes, they do this implicitly.  
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
R: I’m the owner of a small alternative record label called Animatrix. And I also manage the online 
profiles of a number of bands.  
A: I’m a drummer, and a journalist covering Underground concerts.  
 
3. Tell me about how and why are you involved with this scene. 
R: One of the founding members of a thrash metal band called Genesplit is a very close friend of mine. 
So one day he told me that he needed a graphics designer for a new music magazine focusing on the 
Underground scene. I said yes and that’s how I first got introduced to the Underground scene. As it 
happens in a small music magazine, the work of a graphics designer is not limited to graphics work, I 
had to do a little bit of everything that included getting in touch with bands, taking interviews, taking 
photos, writing articles etc etc.  
 
About my label, when I was working with Jewel Bhai (Miles) as the Admin for his Rock Series album’s 
FB page, I realized that the audio industry is really out-dated in Bangladesh and the current major 
record labels still didn’t know much about the online market, itunes etc. So I decided to make a small 
alternative record label myself. This label Animatrix, was created mainly to help the new bands who 
   195 
 
never get a chance to express their music. What we offer is that, when a new band signs up with us, 
they can record at our studio and when they do, we promote their music through the media channels 
and we arrange shows for them at different venues etc. We look after the promotion and distribution 
of mainly new bands from Dhaka as well as from other cities of Bangladesh.   
 
 
A: I originally wanted to be a crime reporter. I started my career as a reporter in 2006. I used to cover 
all sort of things like cultural events, festivals, art gallery openings and all that. I didn’t have much idea 
about the music scenes of Bangladesh. So I went to the first Underground concert thinking that this 
was a hub for druggies and petty crimes and so a good place for me to start my career in journalism 
focusing on becoming a crime reporter. My first underground was at DPavement (Dhanmondi) 
thinking that this was a very shady place where dr underground lords and local godfathers hung out. 
The concert was titled Wireless sessions organized by LiveSquare. I heard a band covering Michael 
Jackson, and then this other band covering other interesting foreign songs. I was amazed at their 
talent and performance. I could only stay for 25minutes because my mom didn’t know that I was 
down here (laughs). But in that short period of time, a realization hit me. I understood that these 
Underground bands were really talented, and these concerts were not related to drugs or crimes or 
anything. They were playing good music, and their fan following was not bad either. This truly was a 
place for the youth. So, I decided to cover these concerts and musicians from then on. I talked with 
my editor at that time, and she agreed that I should take up this beat. And that’s how I got involved 
with this scene. I later on become interested in learning the drums, and started playing drums as well 
every now and then.  
 
4. How long have you been involved with this scene? 
R: Since 2006. I quit Daily star later that year and joined New Age. Then I went to Daily Sun, all the 
while covering underground music every chance I got.  
A: Since 2008. I used to have good communication with Jewel Bhai (Miles) and he asked me to handle 
the online FB page of a new underground band mixed album series that he started which was called 
the Rock Series. That’s when I really got involved and everyone knew me as the Admin of this album’s 
FB page. I attracted a lot of musician friends and a lot of hatred as well. (Laughs).   
 
 
5. What kind of music do you play? Why?  
N/A 
 
6. In which language do you usually sing your songs in? Why? 
 
R and A: Mixture of English and Bengali.  
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
R: I think that there are a few senior and really popular bands in Bangladesh, like LRB, Miles, 
Prometheus, Nagar Baul etc., who have a massive mainstream fan following. After them, there is a 
huge gap of really popular bands catering to the mainstream audience. The next tier of popular bands 
include bands who came up from the Underground scene and their main audience comprise of the 
youth of Bangladesh. So, I think, the Mainstream scene is the top most tier, and the Underground 
scene is the first step. It’s like a hierarchy. You have to come from the Underground scene and then if 
you are successful, then you will slowly make your way up to the mainstream scene. The other thing is 
the genre of these senior bands. They were mostly pop and rock. But the next generation of bands 
who came up from the Underground scene mostly play metal and hard rock. But the youth enjoy 
these genres, metal is much popular now than ever before. So I believe in a few years, the 
mainstream band music scene of Bangladesh will be dominated by metal and hard rock, instead of 
pop like their predecessors. Then Underground scene will probably be the hip hop scene. The 
audience’s tastes are changing. Now Nemesis might have more fans than Aurthohin. Most 
Underground bands play Metal and this genre is becoming bigger and bigger every day in this country.  
 
A: I agree.   
   196 
 
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
R: Our band music was always influenced by foreign bands. The senior bands we talked about was 
heavily influenced by Deep Purple, Pink Floyd etc. The bands of the next generation were influenced 
by metal and hardcore bands. So like that, these new young bands started to play thrash metal or 
death metal. Also, they wanted to try something new and unique, different from the genre of the 
senior bands.  
 
From bands like Rockstrata back in 1980s. Warfaze. With their album warfaze warfaze, the genre 
Bengali Rock / Bengali Metal was introduced for the first time. Warfaze took this metal to new levels 
in Bangladesh. So foreign influences were most important.  
 
A: The Underground scene existed for a long time, from the 1980s. Rockstrata and Warfaze and 
Aurthohin were all originally Underground bands, they all catered to a small audience in the 
beginning. Slowly, through time, their music got more and more acceptance, and their audience’s 
tastes also changed, making their fan following a lot bigger.  
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
R: Besides trying to play a genre of music which is very new and different, there were always some 
form of rebellion and protest through the songs of the UG. If you listen to the lyrics of the one of the 
albums of Maqsood O Dhaka (mainstream artist who made this solo project which was UG), 
Aurthohin, Powersurge – the lyrics are always about political problems, aggression, frustration and 
rebelling against the downfalls of our society. So politics and social problems had a role to play in this 
scene’s birth. Maqsood’s said album actually got banned because of explicit lyrics, making it sort of a 
cult classic in the rebellious side of the Underground scene.  
A: This death or thrash metal has become so popular with the youth maybe because we had that 
sense of rebel and fighting back in all of us, and this sort of music just allowed us to go there and find 
some peace in expressing ourselves.  
 
10. What are the challenges you face every day as a member of this scene? 
R and A: Many. Lack of venues, lack of funds. The only two big venues include Army Stadium and 
BICC, but they are very expensive and you need political / government connections to get those. For 
Underground concerts, the main two venues are RCC and National Library Auditoriums. Some other 
venues crops up from time to time, but they always get shut down due to the nature of music that is 
played in these shows and also because there isn’t enough money in these shows to pay the owners 
of the venues.  
 
A: When a young guy wants to start doing music, he has to start from the Underground scene. But 
there are a number of challenges he faces. He needs Family support, monetary support to buy gears 
and take classes. Then if he is good, and if he gets in a band, then his band also has to have 
connections with the organizers. Otherwise they won’t get any shows. There is a lot of lobbying 
involved.  
 
R: Also, there is the fact that in order to make it, you have to align yourself with certain big brothers 
of the scene and with their recommendations, you can get a lot of shows. For example in the Dhaka 
Underground scene, the popular bands include Powersurge and Mechanix, and they have a lot of 
newer bands following them around, who get the chance to open for them in many concerts. Also, 
these band’s recommendations are highly regarded in this scene, so if you stick with them, you might 
get somewhere. And if you don’t, they might even ban you from these shows. They get to decide if 
you are good enough or not. In Chittagong, for example, its even worse. There aren’t even any big 
brothers, the young bands get no support or platform to get shows and they really struggle.  
 
A: This concept of big brother, Murubbi, is a moderator, gate keeper, very influential person. They are 
usually the band members of big bands in the Underground scene like Cryptic Fate, Powersurge, 
Mechanix, Severe Dementia, Aurthohin etc. They have a lot of power as to decide who plays and who 
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doesn’t in a concert, who gets a slot in a mixed album and who doesn’t etc. Most importantly, they 
have a power over the organizers because they are usually the headlining bands. For example, you 
take Artcell as your headlining band, and a day before the show they say that they cannot perform. 
Your show is doomed. So then you ask them what you have to do to have them play. They might say 
that this one band has to play in this gig, they might say that they need some more money etc. These 
murubbis are not always musicians, they can be promoters (like Durey Bhai), they can be radio 
channel employees, tv channel employees, journalists, record label employees and mixed album 
organizers, venue owners, corporate sponsors etc.  
 
R: And this murubbis are needed as well. Sometimes you don’t know all the new and upcoming 
bands, so their recommendations are important as well.   
 
11. What do you get from this scene?  
R: Because I like this scene. It is my business, but I don’t get any financial profit. I get symbolic profit, 
because I enjoy this. And also we are becoming Murubbis as well. (Laughs) Which we enjoy.  
A: The same. I enjoy playing drummers, I enjoy organizing shows, because I love this scene.   
 
12. What do you think is the future of this scene?  
R: Technology is really taking us forward. Future is bright. Maybe we will all go international one day. 
In 10 years, there might be a few bands who will regularly play globally. The global scene will have 
some Underground bands from Bangladesh. If one band does it, then it will open the door and many 
more bands can follow and international record labels and merchandising companies will come down 
to Bangladesh as well. Music has to be written in English to get the exposure and then I think it would 
go forward. And artist management has just started here, like LiveSquare, Incursion, BanglaTrac 
Media etc. So these infrastructural things have to developed as well. 
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
A: No certain fashion. It’s about wearing what you want. Wearing black is a part of it. But there are no 
standards. Wear what you want, which comes from your soul. It is definitely a westernized culture. 
Very globalized.  
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
R: English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. Some bands also write their original songs in Bengali. It depends on the bands 
genres.  
 
A: Metal bands are inclined to writing about the politics and rebelling against the sociol problems.  
 
A: About performances, that also has this aggressive trend to it, with all the headbanging and jumping 
around. But Bangladesh bands haven’t started doing the whole ritual thing yet, but I heard Orator 
spread goat’s blood at a gig or something. But the Underground bands performances are usually very 
energetic and expressive.   
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
A: It differs from bands to bands. Some bands actually have a strong philosophy and they believe in a 
message which they want to express through their music and identity. But there are some musicians 
who plays in 5 different bands, and they don’t really believe in anything. They play because they like 
the attention and the cheap fame. Senior musicians also say that the standard of lyrics is not good at 
the underground level. They believe that more thought and soul should be put into it. There are good 
songs, there are bad ones.  
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R: I think all the real bands do have a message and symbolic value through their identity and music. 
Why is your band called Bohemian? I’m sure there is a reason for that.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
N/A 
 
17. How and where do you record and rehearse your music? 
N/A 
 
18. How do you manage the money to do all this? 
 
A: As a concert organizer, I must say that venues and getting sponsorship is a huge problem. To do a 
show, we have to get at least one headlining band to attract the sponsors and crowd, but these bands 
also want to get paid, so all in all it becomes extremely difficult. Then there are the lights and sounds 
costs, promotion costs. So to organize an underground show is very difficult unless you have a lot of 
money to spend and you are really interested in investing here.  
 
As a reporter, there is lots of lobbying that goes around in this scene. There is the concept of push-
selling, where a band has to sell enough tickets to get a chance to play at that concert.  
 
R: The original Underground bands like Warfaze and Rockstrata struggled a lot to get good 
instruments, because a) there weren’t enough access to these and b) they were from middle class 
backgrounds. The latter Underground bands like Cryptic fate, Poison Green, Breach, Nemesis came 
from rich families where they could afford these luxuries. Nowadays, a lot of people can buy these 
instruments and play music a) because the prices of these instruments have gone down, with China 
and Taiwan and India making these instruments and b) access to these instruments and gears have 
increased a great deal through online markets, local agencies of foreign brands etc. So, now the kids 
from middle class families are getting more and more involved with the Underground scene because 
these gears are more accessible and affordable and their parents are more inclined to support them.   
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
R: The record labels here are of two types: mainstream and non-mainstream. The mainstream ones 
mainly work with mainstream artists, and the other ones are open to releasing albums of new or 
Underground bands. Gseries and Deadline Music (DLM) are the only two labels who have released 
metal albums over the last decade. The mainstream labels are owned by businessmen who don’t 
really know much about music at all. And they are not attuned with the new technologies at all. Many 
of them don’t have the idea of online music market.  
 
R: So, people like me tried to make an alternative record label. We don’t worry about profits, we are 
just trying to stay afloat at the moment. We at least try to promote our artists online, sell their music 
online, and distribute their CDs personally to all the major music stores all around the country. And 
the musicians in Chittagong for example look after the distribution in that area. The underground 
musicians have a bit of community feeling, more so than the mainstream musicians, and they try to 
help each other out by looking after distribution and promotion from time to time.   
 
R: And we pay the proper royalty to our signed up artists.  
 
Life outside the scene 
20. What kind of music do you listen to? 
R and A: A bit of everything.  
21. Do you work on music projects outside this scene as well? 
N/A 
22. What do you do besides music, that is, do you have a separate job? 
Graphics Designer and Journalist.  
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23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
R: Extremely important. Internet is all we have. That is our lifeline. Without this, there would be no 
Underground scene. I can contact foreign bands, foreign labels all through the internet. Access is a lot 
more now. Indian bands are releasing songs in our albums. Our bands are releasing albums in India, 
Thailand, France etc. 
 
A: Internet has given us the access, but not all the bands are taking advantage of this technology. I 
would think that more and more Underground bands would be contacting foreign labels and media 
and promote their music. But one of the problems is the e-commerce or lack of it in Bangladesh. It is 
still very difficult to maintain a credit / debit card here. But I think this will become easier very soon, 
as that’s the way the world is moving.  
 
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
A: Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some online radio 
channels. TV channels like Desh TV, 71, ETV etc. EML, Music Jams etc.   
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Participant Pseudo names: Kamran (K) and Amer (A) 
 
Interview Questions  
 
The Underground Music Scene 
1. What is the underground scene of Bangladesh? Why is it called Underground? Please share with me 
your thoughts, views and experiences. 
 
Kamran: A bunch of bands who do not have mass appeal, but are popular within a limited crowd of 
people, that’s what I understand by the term UG. Something which is not UG. Different people have 
different definitions of BD UG, but that’s what I understand from it.  
 
Amer: Any bands who have a dedicated fan following, the limited crowd who only come to concerts 
to see those bands, and the bands make their music only for that crowd -  a community of sorts which 
comprise of musicians and audiences, that’s what I call underground music scene in Bangladesh.  
 
 
2. What do you do in the scene, as in, are you a musician, in a band, sound engineer, producer, 
promoter, organizer, involved with a record label?   
K: I’m the Drummer of a underground rock band called (…), and I’m also an organizer/promoter, my 
company is Getamped.  
A: I’m a guitarist and drummer, I play in two underground metal bands called (…) and (…). Also an 
organizer. I work with my brother at Getamped  
 
3. Tell me about how and why are you involved with this scene. 
K: I started going  to underground shows in 2003/2004. I really got inspired after watching Black and 
Cryptic Fate. I used to love Black, the kind of music they did, they just changed something, changed 
Bangladeshi music. I also started to like other bands like Artcell, Arbovirus, DNA, Stentorian etc. And I 
really got inspired by them. Then I started to learn the drums around 2005, and then around 2007, I 
made the band which is called Owned.  
A: I also followed my brother. I was mainly into the foreign bands. I was a huge fan of Korn, until my 
brother introduced me to Pantera. I started to watch concerts from aboard through the internet and 
youtube around 2007, and being inspired by Dimebag, I started to learn the guitar. I started 
performing with a band in 2009. Around this time, I was also a huge fan of Artcell and Black. When 
Powersurge won the DRockstar competition, it really inspired me to play metal.  
 
I used to be in class 8 or 9 when I started going to the Underground concerts. I had to be in those 
concerts. I used to follow bands like Arbovirus, Breach, Black etc. I just remember the excitement and 
the fun. I used to go to enjoy the music. But these days, the audiences are different. They don’t go 
there for enjoying the music, they go there to critic the musicians and bands. So there are differences 
between the scene in 2003/2004 and nowadays.  
 
K: This was a huge deal man, an underground thrash metal band wining a major band competition in 
Bangladesh – it just changed our music industry forever. If they didn’t win, I don’t think there would 
be any metal or Underground scene left right now. Powersurge and Mechanix sort of carried the 
torch after the golden times of 2003/2004. These bands really promoted the Underground scene and 
kept us alive. A lot of these older bands like Black and Artcell became too huge and too mainstream. I 
don’t even blame them. Basically, taking Artcell for example, the songs they made, I don’t think they 
even dreamed that their songs would become such a hit to the mainstream audience. They created 
their metal songs for the underground crowd, but the mainstream crowd loved them as well. As a 
result, they became really huge both nationally and internationally.  
 
A: When we used to go to concerts around 2004, there was a lot of unity among the Underground 
bands. It was very inspiring. It’s all gone now. The audiences are critics because they are all so called 
musicians themselves. Also, in the past, when a band used to play, we used to stand right in front of 
the stage and support them. Nowadays, everyone is sitting in the background, having a smoke, not 
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caring enough about whose on stage. Also there are groups inside the scene. For example, if there is a 
new band coming from Sholastica (an English medium school in Dhaka) then only the audience 
members from that school, their friends and class mates, will cheer for them. The others will just 
sit/stand there. What the hell is all this about? If you come to a concert to just stand around, you 
might as well go home. There is no unity in the scene any more.   
 
4. How long have you been involved with this scene? 
K: Since 2003 
A: Since 2004    
 
 
5. What kind of music do you play? Why?  
K: Rock and Grunge 
A: Groove Thrash Metal and Rock 
 
6. In which language do you usually sing your songs in? Why? 
 
K and A: Mixture of English and Bengali. Covers in English, originals in Bengali.  
A: We are composing some English songs with my metal band Trainwreck. Because we are trying to 
promote our music internationally.   
 
7. How does this scene relate to other music scenes/ mainstream scenes of Bangladesh?  
 
K: Underground scene’s audience is far more dedicated than the mainstream audience. They are far 
more hardcore, if you know what I mean. The relation between the mainstream scene and the 
Underground scene, is there because of some bands who have bridged the gap. Like Artcell, Black, 
Cryptic Fate and Aurthohin. I don’t think they consciously chose to become mainstream. I think it just 
happened. Artcell’s logo still has the underground symbol on it, so they still claim that underground is 
their main focus. But they are one of the biggest bands in Bangladesh. So I think the main difference 
between Mainstream and underground is that the audiences are far more dedicated to their scene, 
and the musicians are far more technically talented.  
 
A: I agree.   
 
Socio-historical Background of this scene 
8. Why do you think this underground music scene came into existence? 
K: I think it was because back in the 1980s and 1990s, some kids went abroad and had access and 
connections to foreign music, and they brought back their influences, and started playing different 
genres like metal and rock, very influenced by the major foreign bands of that time. I think that’s how 
it started. And it carried through to the late 90s and early 2000s, through cable TV where we go MTV 
and Channel V, and a few years later, through the advent of internet and youtube and facebook. So 
foreign influences were most important.  
 
A: I agree. Miles, Warfaze etc. influenced a generation of musicians. But they started to go very 
mainstream, and the kids of that time, the 90s, wanted to do their own thing, so they chose to try 
playing metal and rock.   
    
9. According to you, what are the socio-historical, political and cultural contexts, which gave birth to this 
scene? Explain. 
K: I don’t think so. I think it happened by chance. Underground scene is a very foreign thing, very 
contrasting to our local traditional music which is more organic to our culture.   
 
10. What are the challenges you face every day as a member of this scene? 
K and A: Many. Lack of venues, lack of funds. Audience and Musicians need to change and need to 
think of this scene and support each other like a community. Really bad record labels.  
 
11. What do you get from this scene?  
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K: For the love of music. I don’t get any monetary benefit for this. I just do it for recognition of my 
music.  
A: The same. I enjoy playing music. I can spend my time playing video games or football. But I love 
playing in music. Dedication and passion is the most important thing.  
 
12. What do you think is the future of this scene?  
K: I don’t really see a good future. We have to change. The bands have to come forward and the 
audience needs to come forward as well. An easy way to start this process would be that the bands 
who have made it big, have to come up and actually support the scene, instead of talking big. If they 
do that, then I think they would have a tumble down effect and better things would come up in the 
future. But right now, if you think that you can be a huge rockstar by playing in a Bangladeshi 
underground band, then you are just a dumbass. (Laughs) 
 
Underground music scene as Cultural Production 
13. What can you tell me about the fashion codes, style and identity of this scene?  
 
K: I think metal scene is very aware of their own fashion codes, style and identity. The fans wear the t-
shirts from their favourite foreign metal bands. In the rock concerts, the audiences just wear what 
they want, but very western or globalized.  
A: They just go to chill at the concerts. (Laughs)  
 
14. Tell me about the language, lyrics, music and performances of this scene. 
 
K: English is the dominant language in the scene. There are bands who are not only doing covers in 
English but are also writing original songs in this language, because they are thinking to promote their 
music more globally. Some bands also write their original songs in Bengali. It depends on the bands 
genres. With my band, we write about social problems, problems faced by our youth etc.   
 
K: About performances, we take it very seriously. I don’t think we were ever very good musicians, but 
the one thing that saved us was our stage acts and performances. 
 
A: Stage acts are very important. I can name several bands who are popular just for their stage acts. 
People are paying money to see you, so you might as well give them a show!    
 
15. What does your music, language, lyrics, performance style and fashion codes mean? Is it symbolic in 
any way? Explain.  
 
K: It differs from bands to bands. My band’s songs and music always has metaphorical meanings and 
we have a lot of symbolic things in our music. I like it when our audiences try to analyse our songs and 
try to figure out what we are talking about. This builds a deeper appreciation for the music and for 
the band.  
A: I agree completely.  
 
16. Where do you play your gigs? Tell me about these venues and gigs. 
K: All over the place, wherever we can. Small venues, cafes, restaurants, auditoriums etc. The new 
trend is that, if you have a band, you will have to somehow align yourselves with one of the smaller 
scenes or gangs. There is the rock scene of Gulshan, where Nemesis is probably one of the biggest 
bands. Then there is the metal scene of Dhanmondi, where the biggest bands are Powersurge, 
Mechanix, Severe Dementia etc. Then there is the Uttara scene, the Mirpur scene – its crazy! Dhaka is 
such a small place, but even there you have such divisions. And if you come from the uttara scene and 
try to play at the Dhanmondi scene, you just might get booed or not get a good response at all. 
Because you are not from there.  
A: And then there are the boro bhais (murubbis) in each scene, who are basically musicians or 
promoters, who are very influential, and they get to decide whether a certain band in Dhanmondi 
scene for example, is good enough or not, and whether a band from another place will actually play in 
a concert in Dhanmondi.  
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K: It’s just really bad and it’s really weird. Back in 2004, mixed bands played concerts and everyone 
supported every band. It’s not like this anymore. And crowd turn out has really declined now.  
 
17. How and where do you record and rehearse your music? 
K and A: In my own home studio and Bengal studio. We jam in jamming bands in Uttara and 
Dhanmondi.  
 
18. How do you manage the money to do all this? 
 
K: Money is a huge problem. As a concert organizer, I must say that venues and getting sponsorship is 
a huge problem. Also, when a band from the Underground scene gets big, they start charging a lot of 
money. And we are not able to pay them, because we cannot generate that kind of money. I don’t 
blame the bands or the other organizers. It’s just our culture. For example, if a person owns a venue 
or club, he won’t allow Underground concerts to be held on his venue in the first place. Why? 
Because metal music is always associated with drugs and chaos, and he wouldn’t want these things at 
his venue. So, to organize shows, we have very limited venues (numbers of which are declining every 
day), we have to invest money from our own pockets, promote these shows through Facebook and 
other sites, beg our friends to come and ask them to promote the shows as much as possible – end of 
the day, it’s a huge risk. People from rich families usually get away with this, but guys from middle 
class families like ours, really take a huge risk in organizing these shows. Sometimes, we invest money 
from our salaries and allowances, and we can only generate the money after a good number of ticket 
sales. Profit is not even in our mind, we are always struggling to reach break-even.  
 
A: The big Underground bands claim that the Underground scene is dead. SO if they say that the 
scene is dead, then that’s pathetic. So if they don’t support us, how will the scene survive? Mechanix 
for example, once demanded 30K, where the budget for our whole show is 20K, how can we afford 
them? Without headlining bands like these, we cannot promote the shows and attract big crowds 
either. Sponsorship also only comes through personal contacts.  
 
K: If the scene has to come up again, then the Underground bands have to support each other and 
help everyone out.  
 
19. What can you tell me about the record labels in this country? Does this scene have their own separate 
record labels, or are they associated with some small labels and alternative sources of distribution? 
And how do you promote your gigs? 
 
K: Our major drawbacks include record labels. If I make a song, and want to release a song on an 
album from a major label, the first thing they will say is that I’ll have to sell the rights of the song to 
the label, so if any money is made from that song (through album sales and through digital sales like 
via telecomm ringtones and welcome / hello tunes) I won’t make a cent from it. How is that fair? The 
major record labels in our country rarely give any artists their proper royalties and they don’t care 
about copyrights. The new and underground musicians suffer the most from this. If we want to 
release an album, which would take about tk 200, 000 to complete, you have to remember that we 
are recording with our own money, we have no sponsors. So when we give the album to the record 
label, they’ll not only pay us any money, they will demand tk. 200, 000 more so that they can release 
and promote the album properly. So we need tk. 400K to release an album. That’s not possible for my 
band.  
 
A: The record labels here are of two types: mainstream and non-mainstream. The mainstream ones 
mainly work with mainstream artists, and the other ones are open to releasing albums of new or 
Underground bands. Gseries and Deadline Music (DLM) are the only two labels who have released 
metal albums over the last decade. The mainstream labels are owned by businessmen who don’t 
really know much about music at all. And they are not attuned with the new technologies at all. Many 
of them don’t have the idea of online music market.  
 
K: Animatrix and Incursion are there, but personally, I think instead of releasing their album through 
these labels, it’s better to just release your songs online. I believe the record labels in our country is 
   204 
 
shit. If they helped the music industry, then this country’s scenes could have taken off a long time 
ago. We get no support from these labels at all. India has the proper companies, Thailand has them, 
its about time that we start this.  
 
  
 
Life outside the scene 
20. What kind of music do you listen to? 
K and A: Grunge rock, metal etc.   
21. Do you work on music projects outside this scene as well? 
A: I play drums for different musicians. 
K: I produce albums for other artists.  
22. What do you do besides music, that is, do you have a separate job? 
K and A: We are both students.  
23. How important is the Internet and social media to you, in relation with keeping in touch with other 
members of this scene? 
K: Lifeline. Extremely important. Internet is all we have. That is our lifeline. Without this, there would 
be no Underground scene. Underground scene would be dead without the internet. Without 
Facebook there would be no Underground scene.  
24. Are there any dedicated magazines, webzines, TV or Radio shows dedicated to this scene? Tell me 
more about them. 
A: Not solely underground but they cover. Sonic, Playlist.  Radio ABC, Shadhin and some online radio 
channels. TV channels like Desh TV, 71, ETV etc. EML, Music Jams etc.   
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Appendix 2: Lyrics of Mechanix’s album Aporajewo 
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